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SOLOMON 


Sonata No. 23 (‘Appassionata °); 
Sonata No. 28 in A, Op. 101 
— Beethoven 


ALP 1272 39/73d. 


‘*The most exciting piano playing of the 
year, and superbly recorded’? — 
ROGER FISKE 


LIEDER 


DIETRICH FISCHER-DIESKAU 
The Philharmonia Orchestra 
conducted by Wilhelm Furtwangler 
Lieder. eines fahrenden Gesellen — 
Mahler. 7 songs from Brahms’ Op. 32, 
accompanied by Hertha Klust (piano) 


ALP 1270 39/734d. 


‘*We are unlikely to hear in our time so 
beautiful a performance as Fischer- 
Dieskau and Furtwdangler give of 
Mahler’s Lieder eines fahrenden 
Gesellen ; this disc has seven songs from 
Brahms’ Op. 32 on the reverse (which 
include *‘Wie bist du, meine Konigin’’) 
finely sung, and well accompanied b yy 
Hertha Klust’’— ALEC ROBERTSON 


FAMOUS STARS OF 
FRENCH CABARET 


sing favourite songs in 
‘* Paris, tu n’as pas changé”’ 


DLP 1076 26/5d. 


‘* Paris, tu n’as pas changé, has Jean 
Sablon singing the title song, one of the 
new favourites, Gilbert Becaud, singing 
Méqué, méqué, and Yvette Giraud, 
Suzy Deluir and Luis Mariano making 
up a lively programme of French 
cabaret’’ — LILIAN DUFF 


JELLY ROLL MORTON 


and His Red Hot Peppers No. 3 
Black bottom stomp; Sidewalk blues: 
Beale Street Blues; Grandpa’s spells: 
Dead man blues; Steamboat Stomp: 
Cannon ball blues ; The pearls ; Smoke- 

house blues; Wild man blues 


DLP 1071 26/5d. 


... my choice is for the superb Jelly 
Roll Morton issue as it contains the 
very créme de la créme of all that was 
great in the music of one of jazz’s 
greatest personalities and exponents” 
— OLIVER KING 
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John Pritchard 


GIOCONDA DE VITO & TITO APREA 


Sonata No. 9 in A (‘* Kreutzer ’’) — Beethoven 
ALP 1319 


Schu 

JOHN PRITCHARD 
THE PHILHARMONIA ORCHESTRA 7 
i 


Symphony No. 80 in D Minor — Haydn; Notturno No. 5 in C — Haydn arr. Geiringer 
and with MANOUG PARIKIAN (/st Violin), DAVID WISE (2nd Violin) 
HERBERT DOWNES (viola) and JAMES EDWARD MERRETT (double bass) 
Serenata Notturno — Serenade No. 6 in D, K.239 — Mozart 

CLP 1061 


EFREM KURTZ 


THE PHILHARMONIA ORCHESTRA 
Symphony No. 10 in E Minor — Shostakovitch 
ALP 1322 


AMADEUS STRING QUARTET 


NORBERT BRAININ - SIEGMUND NISSEL 
PETER SCHIDLOF - MARTIN LOVETT 
String Quartet No. 2 in F Sharp — Michael Tippett 
Quartetto Lirico (Quartet No. 3) — Matyas Seiber 
ALP 1302 (Recorded under the auspices of the British Council) 
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KIRSTEN FLAGSTAD & EDWIN McARTHUR 


Song Recital 


Schubert — Die junge Nonne; Die Liebe hat gelogen; Die Post (No. 13 of ‘‘Winterreise’’):; 
Der Wegweiser (No. 20 of ‘*Winterreise’’) 

Brahms—Liebestreu Junge Lieder ; Sind es Schmerzen (No. 3 of 15 Romances from **Magelone’’) 
Richard Strauss — Wiegenlied; Allerseelen; Zueignung; Du meines Herzens Kronelein 
(No. 2 of ‘*Schlichte Weisen’’) Ach, Lieb’, ich muss nun scheiden (No. 3 of 
‘“Schlichte Weisen”’) also Night — McArthur; A song for lovers (No. 2 of *“‘Songs 

from the Clay” — Deems Taylor; Sea moods — Tyson ALP 1309 


ALEXANDER BRAILOWSKY 


BOSTON SYMPHONY ORCHESTRA condiicted by CHARLES MUNCH 
Concerto No. 2 in F Minor, Op. 21 — Chopin 
Concerto No. 4 in C Minor, Op. 44 — Saint-Saéns ALP 1321! 


EDWIN FISCHER 


AND THE PHILHARMONIA ORCHESTRA 
Concerto No. 20 in D Minor, K.466 — Mozart 
BLP 1066 


SHURA CHERKASSKY 


Chopin Etudes: Op. 10, Nos. 1-12; 
Op. 25, Nos. 1-12; Nos. 25-27 (Nos. 1-3 
of “Trois nouvelles Etudes” 

ALP 1310-11 


Shura Cherkassky 
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“HIS MASTER’S VOICE” ANNOUNCE 
ORIGINAL RECORDINGS BY 
THE BENNY GOODMAN ORCHESTRA & QUARTET 


of music played in Universal-International’s 


“The Benny Goodman Story 


WITH HARRY JAMES 
LIONEL HAMPTON 
GENE KRUPA 
TEDDY WILSON 
A. i BENNY GOODMAN 
ZIGGY ELMAN  * ’ ™ 2  - & HIS ORCHESTRA 
y Sing, sing, sing; 
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26/5d inc. tax Z é 
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on other speeds 


| ‘Down South Camp Meeting; 
: 7 lage Don’t be that way 
. 7 THE ACTUAL j ovr CC POP 166 (78 r.p.m.) 5/7d. 
y Z _ ee 7M 380 (45 r.p.m.) 5/10d. 
RECORDINGS THAT 7 } ey os Issued for the first time in Gt. Britain 
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fe : Avalon; Stompin’ at the 
| ee Savoy; and (not from film) 
Moon Glow; My Melancholy 


Baby 
7” 45 r.p.m. E.P. 


7EG8003 10/53d. 
DLP1112 contains Futecs Saemate tax 
Avalon (Quartet); One o’clock 
jump; Don’t be that way; 
Stompin’ at the Savoy; Down 
South Camp Meeting; Sing, 
sing, sing; And the Angels sing: 
King Porter Stomp; i} 
Bugle call Rag ||| “HIS MASTER'S VOICE” 
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TORELLI. Twelve Concerti Grossi, 
Op. 8: No. 1 in C major; No. 2 in 
A minor; No. 3 in E major; No. 4 
in B flat major; No. 5 in G major ; 
No. 6 in G minor; No. 7 in D 
minor; No. 8 in C minor; No. 9 
in E minor; No. 10 in A major; 
No. 11: in F major; No. 12 in D 
major. Reinhold Barchet (violin), 
Will Beh (violin), Helma Elsner 
(harpsichord). Pro Musica String 
Orchestra conducted by Rolf Rein- 
hardt. Vox DL113-1/3 (three 12 in., 
118s. 104d.). Illustrated booklet with 
musical examples and analytical notes, 
5s. extra. 

Kaufmann, Ales, Albin, Gerlin, O.L. Ensemble 
(7/55) OL50089-90 

The advent of a new recording of Torelli’s 
Op. 8 gives me the opportunity of com- 
paring it with the version over which there 
has been such a pother ever since it was 
reviewed last July, and which hitherto I had 
not heard. 

Without having any parti-pris, I have 
attempted to sort out fact from opinion, 
and very illuminating it has all been. I 
may add that I was present in 1954 on the 
occasion, referred to by Mr. Kaufmann, of 
the radio premiére of the Torelli concertos 
in England: the name of Mr. Kaufmann’s 
partner was in fact Emanuel Hurwitz. 

To start with, let me say that it seems to 
me as rash to deny the artistic importance 
of these concerti—their historical import- 
ance is beyond dispute, even if Grove is 
behind the times about them—as to assert 


that they are all masterpieces. With 
admirable frankness Kurt Stone, who has 
prepared a programme booklet for Vox, 
admits that one or two of them are dull. 
There is, for example, a lot of empty 
passage-work in Nos. 4 and 11, and No. 10 


is ““ angular and uninspired ” ; but on the 
other hand there are the fine Nos. 2 and 7 
and the big-scale No. 9, besides many 
individual movements of beauty. Similarly, 
in an issue of twelve concerti, it is scarcely 
surprising that the standards of performance 
and recording vary—in both versions—and 
generalities should now give way to detailed 
analytical criticism. 

To my task, then. On the question of 
presentation the Vox issue (henceforth V) 
clearly has it over the Oiseau-Lyre (OL) : 
in place of the latter’s notes, demonstrably 
inaccurate historically and _ linguistically 
(astonishing im a firm which has earned 
such a reputation for scholarly editions), 
there is available a most informative 36-page 
booklet which goes into considerable detail 
on each concerto and gives an excellent 
background to the set as a whole. V take 
six sides against OL’s four: this means a 
higher cost, but a gain in the general feeling 
of roominess and freedom from constraint. 

The continuo problem finds OL in the 
lead. It was certainly extremely generous 
to splash M. Gerlin’s name quite so 
prominently on the record labels when he 
docs no more than any normally competent 
cov;inuo player in filling up a part (Mr. 
K«:ifmann overstates his case here, and has 
clearly forgotten to compare M. Gerlin’s 
efforts with those of Charles Spinks in 
194); but despite a reluctance by the 
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engineers to let him always be heard, he is 
at least mostly audible, and does try to do 
something with his part, which is more than 
can be said for Vox’s player, whose pale, 
featureless accompaniments and general 
timidity understandably raised a corres- 
ponding lack of enthusiasm in her recording 
staff. Otherwise, the players in both sets 
rarely fall below an acceptable level: the 
sourness of tone and lack of artistic balance 
in OL of which D.S. complained is attribut- 
able to faulty microphone placing, and 
even so is not consistently present: in V 
the quality is in general fuller and more 
resonant, but on occasion becomes wiry and 
harsh, and a number of pre-echoes can be 
heard. 

The first six concerti are for two solo 
violins. No. 1 is rather a dull one. OL: 
Edgy tone; bass line far too massive 
throughout ; placing of the two violins in 
such a way that the second is more distant 
in sound ; some untidy points of ensemble, 
e.g. ends of soloists’ trills, final few bars of 
concerto ; slack rhythm in the dotted Largo, 
missing entirely the kick needed ;_ harp- 
sichord more audible in tuttis than with the 
concertino (must be his registration)—but, 
poor man, his bass C very audibly sticks in 
bar 24. V: More resonant acoustic, but 
also rather edgy; better balanced two 
violins ; playing has more continuity and 
dynamic contrast ; trills not authentic but 
together ;_ lively approach ;_ harpsichord 
negligible ; no understanding, alas, of the 
French Overture conventions of dotted 
rhythms. 

No. 2. OL: and violin obviously further 
back than 1st, making for disparity ; great 
clumping bass ; harpsichord audible, play- 
ing arpeggios in the Largo, which is some- 
thing, if not very excitingly inventive ; 
spirited performance of the Gigue, marred 
by a messy ending. V: Thank Heaven, 
not all forte, but more rise and fall through- 
out ; harpsichord negative, and she drops 
a crashing brick by playing E minor instead 
of an obvious E major in bar 2 of the Gigue— 
suggest she looks at the harmony of this 
phrase in the rest of the movement. 

No. 3. OL: A lively string start, but 
ensemble none too steady in the first move- 
ment ; more continuo wanted in opening 
bars, and again at end of the Vivace, but it 
launches out in the Largo ; too close placing 
of soloists in the middle movement ; 
Allegro makes for edgy tone ; some hurrying 
in the finale. V: They, too, hurry in the 
finale ; Largo taken too matter-of-factly ; 
hard, shiny tone to start with; middle 
Allegro well played. 

No. 4 shows the soloists being used 
separately from each other, and exploits 
double-stopping. OL: Better placing 
allows the harpsichord to be heard properly 
for a change, but in the Largo it is too soft 
again ; good work by the soloists, and well 
matched—so much so that it is difficult to 
tell t’other from which ; surely a mistake 
to play the dotted crotchet and quaver so 
doggedly against the triplets in the Largo ? 
’cello sluggish in the finale. V: A good 
bold start; first movement well played, 
with effective dynamic contrasts ; rhythmic 
conventions of the baroque period followed 
for the Largo, sounding more convincing at 
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once ; excellent ensemble in the ensuing 
Allegro. 

No. 5 is well described by Mr. Stone as 
“* festive’: the D major tonality seems to 
suggest the jubilant sound of trumpets. 
Some interesting linking of movements, and 
a four-part fugato with the violas allowed 
their heads. OL: Sour tone as recorded ; 
around bar 55 the engineer, in a temporary 
aberration, makes a false fade and then 
corrects himself; poor ensemble in final 
Allegro due to bad hurrying. V: Mike 
more distant, apparently, and reverberation 
increased, yet soloists’ fast repeated notes 
are more sharply defined than in OL ; why 
arpeggio only the minim chords, and treat 
the crotchets as straight triple-stops ?—this 
is surely like Concerto 9; _ harpsichord 
maddeningly self-effacing; did Torelli 
really write a last inversion German 6th in 
bar 130 ? I can’t believe it ; fugal Allegro 
well played. 

No. 6 is the Christmas Concerto about 
which there has been some discussion. OL: 
I agree with Mr. Kaufmann that it is 
perfectly in the style of the period to make 
the first Vivace a pastoral movement, and 
this is well played ; on the other hand, the 
final Vivace, for all that it is indicative of 
rejoicing, is really much too fast; the 
harpsichord is faint throughout except in 
the final bars, where unfortunately he 
fidgets. V: Rather a loud and boisterous 
tone for what is clearly meant as calm and 
spiritual music; the finale is taken at a 
reasonable speed, comparable to the first, 
but the recording becomes overloaded. 

The second half-dozen concertos are for 
solo violin and strings, and historically are 
even more interesting than the preceding 
six. In these, so far from Mr. Kaufmann 
being immeasurably superior to his col- 
leagues, he lets down the standard by playing 
extremely unrhythmically now he is on his 
own ; passage-work leads him to hurry time 
and time again. Barchet, on V, proves 
himself an admirably controlled player, and 
his readings seem progressively to increase in 
authority. 

No. 7 (a fine work). OL: The dis- 
appearance of the second soloist improves 
the mike placing, and tone is much better ; 
Gerlin once again disappears from hearing 
just where he is wanted, with the solo 
(though he reappears in the Adagio) ; 
Kaufmann in good form in the middle 
Allegro, but hurries the triplets in the finale. 
V: Unpleasantly harsh tone ; yet through 
it all can be heard Barchet playing splen- 
didly ; there seems to be some variant 
reading of the rhythm around bar 73. 

No. 8 has an interesting recitative-like 
slow movement running on straight from 
the first Vivace, and the beginnings of 
virtuosity later. OL: Recorded tone not 
good, and bass far too hefty ; continuo 
irritatingly inaudible, leaving harmony 
empty. V: Insupportable wiry distortion ; 
the A natural instead of A flat in bar 32 
makes a hideous tritone ; the convention of 
notes inégales in the Adagio not understood ; 
lively and delicate performances of the last 
Allegro. 

No. g is the most ambitious concerto of 
the set, and has extensive solo passages 
showing off typical violin technique. OL: 


D 
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Tone and balance better again, and con- 
tinuo has caught the engineer’s attention 
(luckily, since he plays little decorations in 
the dance-like Allegro) ; how I wish Kauf- 
mann wouldn’t hurry!; the Largo taken 
too fast, though obviously the soloist 
wanted to be expressive. V: Poor position- 
ing results in sour tone and strident tuttis ; 
Barchet reveals a confident technique and 
good taste; the unhurried speed for the 
Largo brings out its pathos, but the dance 
which follows is on the heavy-footed side. 


No. 10. OL: This is admittedly a dull 
work, but Kaufmann shouldn’t rush so 
mercilessly through it ; it makes it all sound 
even shallower, and the ensemble is really 
shaky ; by the finale the whole orchestra is 
hurrying. V: By keeping it steady they 
make the concerto sound less trivial ; tone 
fuller and better, though there is some over- 
loading at the end ; the Largo is on the lusty 
side ; the harpsichordist might just as well 
have stayed at home. 


No. 11 is scarcely an inspired work, but 
it is interesting to see Torelli now allowing 
the orchestra to interject phrases under the 
solo part—the start of the modern concerto 
technique. There is a fine slow movement, 
and as in the previous concerto, the soloist 
goes up to the unwonted height of F above 
the stave. OL: Recording fuzzy and 
woolly at first, improving later ; Largo none 
too tidy over the semiquaver anacruses ; 
bass booming; Kaufmann gets the bit 
between his teeth again. V: Wiry and 
tinny tone, though balance quite good; 
harpsichord conspicuously inaudible ; ’cello 
makes a domino at bar 57 ; Largo far tidier 
than in OL, and the finale has a breadth 
and solidity the rival version lacked. 


No. 12 is another cheerful D major 
concerto, with the movements leading into 
each other. OL: Not a success, I fear ; 
thin recorded tone of the solo violin, and 
very fuzzy in tuttis, especially in the finale ; 
so much hurrying that the whole thing 
turns into a scramble—the finale par- 
ticularly—so that it is scarcely surprising 
that the tutti entry after the long solo is 
untidy. V: The players here observe the 
marking Allegro ma non presto and conse- 
quently gain in dignity and solidity, though 
the Vivace of the middle movement is 
extremely deliberate ; the ’cello continuo 
appears to be tiring, and frequently drags a 
bit ; tone not bad, though it deteriorates 
towards the end and fuzz creeps in; the 
tutti in the last home stretch strain at the 
leash and push forward too much. 


Thus it will be seen that both issues of 
the Torelli concertos have faults as well as 
virtues: trying to choose between them is a 
thankless task, and will depend, I think, 
largely on personal preferences. One thing 
is certain: to attempt to listen to the 
concertos en bloc is the surest way to become 
bored with them, and to lose all sense of 
perspective. Agree as one may with the 
principle of “collected editions” for 
printed music, the format of LP records 
leads us to accept at least one complete side 
as a unity. It requires uncommon strength 
of will to switch off after one work, and 
almost as much to select a middle band out 
of the three ; but that is the only recom- 
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mendable way of listening. The 25-minute 
side is a tremendous boon for works of the 
requisite length ; but for shorter pieces it 
is a false friend. L.S. 


INSTRUMENTAL 


BEETHOVEN. Bagatelle in C minor. 
Fir Elise—Bagatelle in A minor. 

HANDEL. The Harmonious Blacksmith 
from Harpsichord Suite No. 5 in E 
major, Vol. I. Minuet in G minor 
from Harpsichord Suite No. 1 in B flat 
major, Vol. II (arr. Kempff). Wilhelm 
Kempff (piano). Decca LW5212 
(10 in., 19s. 6d.). 

The two Beethoven pieces have already 
appeared on 45s, and I reviewed them last 
December (71091). The other two pieces 
are now also available as a single 45 (71113). 
The Beethoven and Handel’s theme and 
variations in E major are played with good 
sense and musicianship, but the same 
cannot be said of the minuet, It is odd 
that Mr. Kempff should think it needed 
arranging at all, for it is very beautiful, just 
as Handel left it. With spread chords in 
the left hand and un-Handelian counter- 
points in the middle, the piece comes near 
to being ruined utterly, and it is disquieting 
to read on the sleeve that it is No. 13 of a 
whole series of such transcriptions by Mr. 
Kempff called Mustk des Barock und Rokoko 
But he is to be commended for his model 
performances of two of the most frequently 
taught pieces in the repertoire, and for 
digging up Beethoven’s little known and 
highly effective C minor Bagatelle. R.F. 


BRAHMS. Intermezzo, Op. 119, No. 3, 
in C major. 

MENDELSSOHN. Capriccio, Op. 5. 

MOZART. Variations, K.265. Daniel 
Barenboim (piano). Philips NBE 
11013 (7 in., 11s. 10d.). 

I have written elsewhere in this issue 
about this remarkable young pianist. He 
plays the Mozart variations on Ce que je 
vous dirai, maman (one of the many Conti- 
nental equivalents of our Baa baa Black- 
sheep), with unaffected simplicity, and 
makes a brave shot at the very difficult and 
rather dull Mendelssohn Capriccio. He 
shows an almost total lack of comprehension 
in the Brahms, and so he should at his age. 
(See ‘‘ Kabalevsky ’’, page 355). 

R.F. 


CHABRIER. Marche Joyeuse. 

KREISLER. Praeludium and Allegro. 
Minuet. 

MASSENET. Meditation from “Thais”’. 
Zino Francescatti (violin), Artur 
Balsam (piano). Philips NBErr1or1o 
(7 in., 11s. 1od.). 

The Kreisler pieces on this disc are 
among those published as_ eighteenth- 
century arrangements, but later acknow- 
ledged as original compositions. The 
*Pugnani” Praeludium is a_ splendid 
invention, a little marred here by Frances- 
catti’s excessive rubato which takes some 
of its strength away. But the other pieces 
are beautifully played, and the Chabrier 
arrangement (by Dushkin) is surprisingly 
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successful; Francescatti plays it with 
great good humour and enviable technique. 
Balsam’s accompaniments are excell nt, 
and so is the quality of the recording. 

R.F. 


CHOPIN. Etudes. Shura Cherkassky 


(piano). H.M.V. ALPrgto-11 (two 
12 in., 79s. 3d.). 

Goldsand (9/52) CLP1133 
Goldsand (1/53) CLP1139 


The Nixa discs are better value than the 
new H.M.V. in that they contain more 
music—a set of variations over and above 
the 27 studies ; on the other hand H.M.\V. 
have been more successful in achieving a 
realistic piano quality. Nixa irritate by 
jumbling the order of the studies so that 
it is hard to find the one you want; 
H.M.V. are very virtuous in this respect 
except that they slip at the last moment, 
and quite inexplicably, putting the third 
of the Posthumous Studies before the 
second. Cherkassky doesn’t make your 
choice any easier by varying the quality of 
his playing in the most bewildering way. 
Generally he is far more at home in the 
Op. 25 studies than in the Op. 10. Some of 
the latter he seems to me to play really 
rather badly. For instance the E major 
(No. 3), in which he puts down the right 
hand a fraction before the left throughout 
the opening and closing sections, a must 
irritating trick once you notice it ; also he 
plays the middle section much too fast. 
The next study is quite as bad ; he makes 
an uncalled-for ritenuto 14 bars from the 
end, plays the whole piece at break-neck 
speed, jumbles several passages, and in bar 
11 falls over himself completely. Goldsand 
never sounds as though he were playing a 
shade faster than he can manage; Cher- 
kassky does, hurrying with anxiety here and 
there in No. 7, and in his flurry missing out 
notes in the 13th bar of No. 8 so that it 
sounds like a three-four bar. And yet he 
plays the Op. 25 set really well, at least as 
well as Goldsand, getting more poetry from 
the first study, while the last three sound 
what they are, the climax of the set and 
very great music. I feel myself that Gold- 
sand’s slower tempo in No. 5 conveys the 
morbidity of this strange piece more 
successfully, but I prefer Cherkassky’s 
warmer playing of the middle section. He 
still takes one or two studies over-fast, 
notably the second, and generally Goldsand 
seems to have more control over his fingers, 
but Cherkassky’s rubato is usually more 
musical and his playing more poetic. 


In short I would recommend Cherkassky’s 
second disc rather than his first, but a 
really outstanding recording of the studies 
‘as a whole has yet to be made. R.F. 


CHOPIN. Nocturne in C sharp minor, 
Op. 27, No. 1. Nocturne in D fiat 
major, Op. 27, No. 2. Peter Katin 
(piano). Decca 71114 (7 in., 8s. 44d.). 


Gentle, intimate, reflective performances. 
Peter Katin confides the Op. 27 Nocturnes to 
us in a thoroughly pleasing little disc. ‘The 
recording is flawless in the D flat Nocturne, 
just a trifle shallow in the climax of the C 
sharp minor. A.P. 
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Pelléas et Méiisande 


An authentic French performance of 
DEBUSSY’S masterpiece 


PELLEAS: Camille Maurane 
M:t.LISANDE: Janine Micheau 


ARKEL XAVIER DEPRAZ 
GENEVIEVE RITA GORR 
GOLAUD MICHEL ROUX 
YNIOLD _ _ANNIK SIMON 


A PHYSICIAN, 
MARCEL VIGNERON 
A SHEPHERD 


The Elisabeth Brasseur Choir 

The Lamoureux Orchestra 

Conductor: JEAN FOURNET 

Complete on 3 records ABL 3076/78 (12” Red) 


This set is contained in a special presentation box. 


At a small extra charge the original French libretto 
with a new literal English translation is 
obtainable through your local dealer.. 
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Guid. 9 Cantelli 


conducting The Philharmonic-Symphony 
Orchestra of New York with 
John Corigliano—violin 
THE SEASONS, Op. 8—Vivaldi 
First recording on PHILIPS by this great 


conductor ABL 3063 (12’ Red) 
(To be released shortly) 














Eugene Ormandy 
conducting 

The Philadelphia Orchestra 

CONCERTO FOR ORCHESTRA 
Bartok 

ABL 3090 (12” Red) 

‘“‘1Indoubtedly the best version yet!”’ 

(To be released shortly) 




















Dimitri. Mitropoulos 
conducting The Philharmonic-Symphony Orchestra 
of New York 
SYMPHONY NO. 2 IN B MINOR—Borodin 
SUITE NO. I IN D MAJOR, Op. 483—Tchaikovsky 
ABL 3079 (12” Red) 

These follow the successful Shostakovitch 10th ABL 3052 
and Borodin’s Polovtsian Dances etc., NBL 5015 


























Igor Stravinsky 


conducting 
The Cleveland Orchestra and soloists 
“‘PULCINELLA’”’—Stravinsky 
ABL 3091 (12” Red) 
Another famous Stravinsky ballet 
conducted by the Composer 
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Rossini- 
Overture ‘“‘The Barber of Seville” 
Strauss-— 

“Der Rosenkavalier’’ Waltzes 
Andre Kostelanetz and his 
Orchestra 
NBE 11001 (7’ Green) 





OPERATIC CHORUSES 














Wagner-The Pilgrims’ Chorus 
“TANNHAUSER”, Act 3 

Gounod-The Soldiers’ Chorus 
“FAUST”’, Act 4 

The Maastricht Choir and Orchestra 

Conducted by Martin Koekelkornen 

Verdi-The Grand March and Chorus 

AIDA Act 2 

The Netherlands Opera Choir 


Albert Schweitzer O.M. 


Bach—Toccata and Fugue in D Minor (Dorian) 
Prelude and Fugue in A Major 
Prelude and Fugue in F Minor 
Prelude and Fugue in B Minor 

Organ (Gunsbach) 
ABL 3092 (12” Red) 
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The Hilversum Radio Orchestra 
Conducted by PAUL van KEMPEN 
NBE 11009 (7” Green) 





Schubert- 

Polonaise in D Minor, Op. 61, No. 1 
Polanaise in B Flat Major, Op. 75, No.2 
Debussy-Six Epigraphes Antiques 
(Nos. 1, 2 and 4) 

The Schnabel Duo 

(Karl Ulrich and Helen Schnabel) 
NBE 11004 (7” Green) 





Schumann—Symphony No. 4 
in D Minor, Op. 120 
(Original 1841 Edition) 
The Royal Philharmonic 


Orchestra 
Conducted by : 
S la nley P ope | | FRANCESCATTI Encores 
NBR 6004 (10” Green) Kreisler- 





Praeludium and Allegro Minuet 











Massenet-Meditation (from ‘“Thais’’) 
Chabrier-—Marche Joyeuse 

Zino Francescatti-violin 

Artur Balsam-piano 
NBE 11010 (7’ Green) 
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Mozart 
5 Jubilee 
if 
Edition G 
‘“‘THAMOS, Konig in Aegypten,’’ K.345 A 
Iise Hollweg - soprano G 
Maria Nussbaumer-Knoflach - : 
contralto tc 
Waldemar Kmentt - tenor oO 
. Walter Berry - bass : 
The Vienna Chamber Choir. The ‘‘Wiener Symphoniker’”’ u 
Conducted by BERNHARD PAUMGARTNER ABL 3089 (12” Red) : 
STRING QUARTET in D MAJOR K.499 : 
STRING QUARTET in B FLAT MAJOR K.589 a 
THE NETHERLANDS QUARTET i 
Nap de Klijn (Violin), Jaap Schréder (Violin) , 
Paul Goodwin (Viola), C. van L. Boomkamp (’Cello) t 
ABL 3080 (12” Red) s 
$s 
: 


Scriabin-SONATA NO. 4 Op. 30 
Hindemith-SONATA NO. 2 
Berg-PIANO SONATA Op. 1 
Bartok- PIANO SONATA 
ZADEL SKOLOVSKY - Piano 

NBL 5025 (12” Green) 


aaa 








Suppé - Scenes from ‘‘ BOCCACCIO ”’ 

Elisabeth Roon, Waldemar Kmentt, Walter Berry, 
Dagmar Hermann, Laslo Szemere and other soloists. 

The Volksoper Chorus. The Vienna State Opera Orchestra 
Conducted by ANTON PAULIKK. NBL 5026 (12” Green) 


Chopin- THE 4 BALLADES 
No.1in G minor, Op. 23 

No.2 in F, Op. 38 

No.3 in A flat, Op. 47 

No.4 in F minor, Op. 52 

COR de GROOT - piano 

NBR 6025 (10 Green) 





45 r.p.m. (Extended Play) 

Red Label 7” ABE 10,000 series 13/24d. 
Green Label 7” NBE 11,000 series 11/10d. 
Black Label 7” BBE 12,000 series 11/10d. 
33} x.p.m. 

Red Label 12” ABL 3000 series 38/3d. 
Red Label 10” ABR 4000 series 28/8d. 
Green Label 12” NBL 5000 series 33/114d. 
Green Label 10” NBR 6000 series 25/9d. 
Black Label 12” BBL 7000 series 35/1}d. 
Black Label 10” BBR 8000series 26/5d. 








LONG PLAYING RECORDS 


Philips Electrical Limited, Gramophone Records Division, 179-185 Great Pertiand Street, London W.1. Philips are world renowned makers of radiograms, record players and record playing 
equipment incorporating the famous Philips ‘ Featherweight ° Pick-up. 





(PG725) 





February, 1956 


DEBUSSY. Preludes, Book I. Friedrich 


Gulda (piano). Decca LXT5116 
(12 in., 39s. 7}d.). 

Cortot (11/52) (H) BLP1006 
Gieseking (1/54) 38CX1098 


As regards recording quality there is 
little or nothing to choose between the new 
Gulda disc and the Gieseking ; both are 
much superior in this respect to Cortot’s. 
As regards performance I still feel that 
Gieseking is supreme, but Gulda plays 
these twelve pieces so well that anyone 
struggling with them at home should try 
to hear both interpretations. Gulda has 
occasional lapses in my opinion. He plays 
the first line of Voiles without taking his 
foot off the sustaining pedal; Gieseking 
uses no pedal at all. Gulda plays Les sons 
et les parfums tournent dans lair du soir very 
nearly in one tempo from start to finish 
despite the composer’s constant requests for 
variation ; Gieseking does what he is told 
and the piece is radiant with poetry. Gulda 
is dull at the start of Le Cathédrale engloutie, 
as are most pianists, but Gieseking some- 
how isn’t. And Gieseking gets more 
humour out of Minstrels, largely by more 
subtle alterations of pace. And yet Gulda 
plays some of these pieces almost perfectly, 
being at his best in the flashier preludes 
such as Ce qu’a vu le vent d’Ouest and Les 
collines d’Anacapri and his La_ sérénade 
interrompue is beautifully clean and deft. 
This is an enjoyable record, but not 
quite the best available. R.F. 


DEBUSSY. Pour invoquer Pan; Pour 
un tombeau sans nom; Pour la 
danseuse aux crotales from “ Six 
Epigraphes Antiques ”’. 

SCHUBERT. Polonaise, Op. 61, No. 1, 
in D minor. Polonaise, Op. 75, 
No. 2, in B flat major. Karl Ulrich 
(piano), Helen Schnabel (piano). 
Philips NBE11004 (7 in., 11s. 10d.). 

Piano duet records are rare birds, and 
the Debussy pieces are especially welcome. 

The first is ravishingly beautiful, and I 

almost wished that they had tried to get the 

whole set on to the disc and ignored the 

Schubert. And yet little-known Schubert 

is always attractive (in contrast to little- 

known Beethoven which is usually dull 
beyond words) and these two polonaises 
make a nice contrast. The performances 
are in general excellent, though I would 
quarrel with the excessive use of the 
sustaining pedal in Pour un tombeau sans nom. 


KABALEVSKY. Sonatina, Op. 13, No. 1. 
SHOSTAKOVITCH. Seven Preludes 
from Op. 34 (Nos. 2, 3, 5, 10, 12, 21 
and 24). Daniel Barenboim (piano). 
Philips NBE11014 (7 in., 11s. 10d.). 
Daniel Barenboim is the twelve-year-old 
Argentine-Israeli pianist who has been in 
the news lately, and I can only hope and 
pray that he will not be in it again for some 
time. His technique is prodigious and 
provided he is not made to spend his time 
on concert tours when he ought to be 
ecucating himself in non-musical as well as 
musical subjects, he can hardly fail to finish 
up as one of the great pianists of his day. 
He certainly isn’t that yet, but he is said 
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to know fourteen concertos by heart and to 
be studying composition with Nadia 
Boulanger and conducting with Marko- 
vitch so he has made a goodish start. 
Naturally his powers of interpretation are 
not yet mature, and if he must make 
records it is certainly best for him to record 
little-known music such as is on this disc, 
which is to be preferred to the companion 
disc reviewed elsewhere in this issue. The 
Kabalevsky sonatina is a delightfully fresh 
work, and the more fantastic of the Shosta- 
kovitch preludes are almost equally attract- 
ive. (Number 3 is a terrible piece.) The 
best playing is in the finale of the Kabalevsky 
which is considerable tour de force. The 
piano tone is not very well reproduced in 
the Shostakovitch pieces, which sound as 
though a blanket had been draped over the 
instrument ; the quality is better on the 
other side. R.F. 


LISZT. Hungarian Rhapsody No. 10 
in E major. Valse Impromptu in 
A flat major. Artur Rubinstein 
(piano). H.M.V. 7ER5058 (7 in., 
16s. 84d.). 

This is very elegant, sparkly playing, in 
Rubinstein’s best manner. The recording 
is a trifle dry, as is usual in this pianist’s 
offerings, but the performances are filled 
with grace and finesse. A.P. 


WIDOR. Symphony No. 6 in G minor, 
Op. 42. Richard Ellsasser (organ). 
Parlophone PMCrogo (12 in., 33s. 
114d.). Recorded at the John Hays 
Hammond Museum, Gloucester, 


Massachusetts. 
Any organ lover who has heard Richard 
Ellsasser’s phenomenal record of the 


Reubke 94th Psalm, released a few months 
ago, will need no urging to hear this disc 
also, though the Widor is unlikely to com- 
mend itself so widely purely as a work. 
For it is “ organists’ music’, exhilarating 
in its bravura use of the instrument, but far 
from distinguished in thought and rather 
démodé in idiom. Nevertheless, Ellsasser 
gives us a performance which has panache, 
and by his virtuosity and exuberance com- 
mands our attention. Aided by extremely 
good recording and a remarkably fine 
organ which, like the best French instru- 
ments, can offer the fullest volume without 
sacrifice of clarity, the artist makes the work 
sparkle and scintillate. Some people may 
consider his use of bright four-foot and 
mutation stops a trifle overdone, but to me 
at least they do not sound out of place. 
Indeed, Ellsasser’s imaginative and subtle 
registration throughout (thanks to the 
special construction of the Hammond 
Museum organ, as mentioned by M.M. last 
October) is one of the most striking features : 
he never seems to miscalculate his effects. 
The only reservation I have at all concerns 
his rubato, which at times seems to me 
excessive—the middle section of the Jnter- 
mezzo could be more straightforward, and 
the rhythm of the cantabile fourth movement 
in particular suffers from being pulled about 
too much. But this is a matter of taste ; and 
certainly this is not the kind of music which 
can be left to play itself. 








CHORAL AND SONG 


BRAHMS. A German Requiem, Op. 45. 
Maria Stader (soprano), Otto Wiener 
(baritone), Wolfgang Meyer (organ), 
St. Hedwigs Cathedral Choir, 
Berliner Motettenchor, Berlin Phil- 
harmonic Orchestra conducted by 
Fritz Lehmann. D.G.G. DGM 
18258-9 (two 12 in., 79s. 3d.). 

The sound of this recording suggests that 
one might be listening to the performance 
in the Cathedral from a seat so placed that 
soft sounds too soft and loud too loud, and 
the orchestral bass and organ often far 
from audible. Purely as sound it is always 
pleasant, but as a realisation of Brahms’s 
score it is not satisfactory at many points. 

Thus (using the English titles) in Behold, 
all flesh is as the grass, the timpani can 
scarcely be heard, nor can they be at the 
end of Lord, let me know mine end. In that 
movement the string pizzicato bass is 
poorly defined and, more seriously, the 
organ in the thirty-six bars of pedal point- 
in the last section lacks the power that it 
should have to underline the security of the 
righteous in the hand of God. 

The tenors, again, are too faint in the 
augmentation of the lovely theme of the 
soprano solo, Ye now have sorrow, at its 
recapitulation. 

Fritz Lehmann takes both the opening 
and closing movements a good deal slower 
than the metronomic marking (crotchet = 
80) and at his pace they undeniably drag: 
he also interprets soft as very soft, so that 
the tenors and basses are inaudible at the 
close of Blessed are they that mourn, the 
tenor lead in How lovely are Thy dwellings is 
far too faint and the whole recording is 
weak in bass. 

All this is the more regrettable since the 
choral singing is excellent and the orchestral 
playing good. Maria Stader is not as much 
at ease in her lovely solo as Elisabeth 
Schwarzkopf was, and Otto Wiener, 
though his voice tells better in its upper 
range, lacks Hans Hotter’s dramatic force 
and dark tone. 

In fact, the old Columbia issue under 
Karajan, can, in spite of some congested 
sound in big climaxes, more than hold its 
own against this one. 

Since, however, it is now not procurable, 
those who want Brahms’s work will have, 
I fear, to wait: or to imagine that they 
have a poor seat in the Cathedral but at 
least can hear, and get a fair measure of 


the greatness of the music. A.R. 
DELIUS. Sea Drift. Bruce Boyce 


(baritone), B.B.C. Chorus, Royal 
Philharmonic Orchestra conducted 
by Sir Thomas Beecham, Bart. 
Paris—A Nocturne. Royal Phil- 
harmonic Orchestra conducted by 
Sir Thomas Beecham, Bart. Philips 
ABL3088 (12 in., 38s. 3d.). 
Paris : 

L.S.O., Collins (5/54) LX T2890 


The second volume of The Delius Society 
issued in 1937, included a recording of 
Sea Drift (Decca had done it some years 
before with Roy Henderson as soloist) 
which was spoilt by the loud and insensitive 
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singing of John Brownlee in the solo part. 
I have often wondered why Mr. Henderson, 
whom I first heard sing it (under Sir 
Thomas Beecham) in 1929, was not 
engaged again, as he was ideal in the part. 
He has now a worthy successor in Bruce 
Boyce who, it will be remembered, gave 
a fine performance of the baritone role in 
A Mass of Life (Columbia 33CX1078-9) 
and has an innate understanding of Delius’s 
music. 

Cecil Gray, writing about the composer 
in his Survey of Contemporary Music, said that 
Sea Drift never seemed to come off 
in performance as well as it ought to, and 
thought this might be due to its peculiar 
intimacy being unable to make itself felt 
‘in the cold and unsympathetic surround- 
ings of the average concert hall ”’. 

No one, however, could have called 
The Queen’s Hall “cold or unsym- 
pathetic ” and I can still recall the impact 
the lovely work made upon me when I first 
heard it there, but it certainly is music 
ideally suited to the gramophone. 

Sir Thomas Beecham draws sounds of 
heart-piercing beauty from the Royal 
Philharmonic Orchestra, whose playing, in 
all sections, is of the greatest sensitivity, and 
the B.B.C. chorus—the sopranos, perhaps, 
a little weak in tone at climaxes in the 
upper range—sing very well indeed. 

Bruce Boyce, in the very difficult solo 
part, gives a performance so _ deeply 
expressive, so entirely in the spirit of 
Whitman’s poem, that it would be un- 
gracious to mention any very occasional 
inequalities of tone. He has wedded word 
and tone together with great art in a part 
often far from vocal in the usual sense, and 
he fully conveys the tragedy of the bird 
whose mate is lost to him. 


I do not envy anyone who could hear 
Mr. Boyce sing “ nor returned that after- 
noon, nor the next, nor ever appeared 
again ’’, and the orchestral passage follow- 
ing, and not be intolerably moved, for the 
lone bird is a symbol of all human loss. 
After the section that presently follows, a 
great and poignant cry to the lost mate 
with the orchestral part loud with the 
sound of the waves, there comes the lovely 
unaccompanied chorus (with the solo 
voice joining in) “ O rising stars, perhaps 
the one I want so much, will rise, will rise 
with some of you”’, which is exquisitely 
sung: and before the last big climax how 
beautifully Mr. Boyce sings the words 
“this gentle call is for you my love, for 
you”’. 

Then comes that unforgettable ending 
*O past, O happy life’’, which, more 
than any music I know, expresses that 
** sorrow’s crown of sorrow is remembering 
happier things”. ‘“* We two together no 
more ’’, the soloist sings, and the chorus 
echo “‘ No more ’”’, their voices becoming 
lost in the sound of the waves breaking on 
the lonely shore. 

If Sea Drift is not a masterpiece, then 
words have no meaning. It is good that 
we now have such a fine recording of it. 
To get a just balance can have been no 
easy matter, but it has been achieved with 
remarkable success. The big drum, whose 
boom is so often present in the score, never 
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sounds too loud, the two harps have just 
the right volume to suggest the glistening 
stars, and the passages for solo violin 
are equally to scale. 

I hope the sleeve will print the words, 
but, in any case, readers may like to know 
that a miniature full score is published by 
Boosey & Hawkes at half a guinea. 

M.M. gave high praise to Anthony 
Collins’s performance of Paris (with two 
other pieces by Delius) on Decca LXT2599, 
and it is indeed very good and very well 
recorded, but it is not disparaging it to say 
that no other conductor has Beecham’s 
magical touch in Delius’s music. His 
interpretation is more nocturnal, more 
evocative—the pedal note at the start, for 
example, is rather too obtrusive on the 
Decca disc—and he draws, as no one else 
seems able to do, a lingering sweetness 
from his wood-wind instruments that gives 
a very special beauty to the section between 
the two dance-like portions of the score, 
these latter, also, being rather more 
exuberantly treated. 

But it is above all for Sea Drift that this 
record must be prized, for that work 
represents the quintessential Delius. 


HAYDN. The Creation. I rd 
Seefried (soprano), Richard Holm 
(tenor), Kim Borg (bass), St. 
Hedwigs Cathedral Choir, Berlin 
Philharmonic Orchestra conducted 
from the Harpsichord by Igor Marke- 
vitch. D.G.G. DGM18254-6 (three 
12 in.,.118s. 104d.). 
Vienna Op. Chorus, V.P.O., Krauss 

(12/53) HLP2005—1/3 

Nixa’s good performance of Haydn’s 
great work was, unfortunately, so poorly 
recorded as to rule it out for comparison 
with this one: and this one, let it be said 
at once, will not easily be surpassed. It is 

a performance which gives the happy 

impression, from start to finish, that every- 

one concerned in it was in love with 

Haydn’s music and wished to give,.as they 

have done, of their very best. 


In the beautiful playing of the intro- 
ductory Representation of Chaos the run up of 
the clarinet from a low B flat ending on a 
soft high C stands out as one of the most 
masterly things of the kind I have ever 
heard: and the famous phrases that so 
strangely foreshadow the Tristan theme are 
also exquisitely played. 


Kim Borg, with a much less weighty 
voice than George Hann in the Nixa 
recording—and one that is sometimes rather 
too open on top notes—sings with authority 
and with great attention to word values as 
Raphael (and later as Adam) and Richard 
Holm gives a most sensitive rendering of 
the part of Uriel, his lyric tenor voice being 
most pleasing. These are truly musical 
interpretations. 


I have never heard Irmgard Seefried in 
better voice or singing with greater artistry 
than here (she doubles the parts of Gabriel 
and Eve) and the chorus singing throughout 
is fresh and alert. Added to all this is 
recording clear, spacious and well balanced, 
so that one’s satisfaction is complete. 
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Gabriel must have been the guardian 
angel of Mozart’s Susanna, for one can 
easily imagine that adorable person singin 
With verdure clad on a bright spring mornin¢. 
Miss Seefried’s crystal clear upward runs 
and her easy and natural treatment of the 
syncopated phrases make this lovely aria a 
very special delight. 


The wonderful passages descriptive of 
sunrise and moonrise, one of Haydns 
greatest inspirations, are superbly donc, 
and the chorus and soloists give full effect 
to the grand number The Heavens are telling 
the glory of God. At the reprise the con- 
ductor follows the tradition of increasing 
the speed. I believe the piu allegro marked 
in my score does not appear in the original. 
Miss Seefried excels again in the aria On 
mighty pens in which the composer, the most 
ardent nature lover of all creative musicians, 
lovingly depicts in the orchestral part the 
cooing doves (violins and bassoons), the 
flight of the eagle (clarinet), and the song 
of the nightingale (flute). Massive string 
tone of fine quality depicts the command 
to the newly created creatures to be fruitful 
and multiply. 


In the trio and chorus The Lord is great 
the solo soprano’s florid phrases cannot be 
heard, but they come out clearly, of course, 
when repeated in the section following for 
the soloists only. ° 


There are enchanting orchestral des- 
criptions of “the tawny lion”, “the 
flexible tiger ”’, and “‘ the nimble stag ”’, in an 
accompanied recitative for Raphael: and, 
in a charming pastoral measure, of cattle, 
sheep, insects, and “ the sinuous worm ”’. 
Man is now created: and Mr. Holm sings 
In Native Worth very well indeed. Listening 
to it, I thought of the young French officer 
who called on Haydn at the time of the 
siege of Vienna and begged the master to 
let him sing the aria. Haydn accompanied 
him on his harpsichord and (as Marion 
Scott relates in her biography of the com- 
poser) after the young man had sung the 
aria with moving beauty, “his tears 
flowed with those of the dying old man as 
they embraced across the barriers of war ”’. 


The third part of the oratorio begins with 
a lovely orchestral introduction depicting 
the early morning and Uriel’s recitative 
describing the happiness of Adam and Eve 
and the “ pure harmony” that descends 
from the angelic choir upon the earth. 
There follows the splendid duet and chorus 
By thee with bliss, sung with great beauty of 
tone: after which Adam and Eve’s duet 
Graceful Consort and the concluding number 
for all concerned are a slight anti-climax, 
though one would not wish to be without 
them. 


A writer on Haydn’s work discerningly 
says that the listener feels he is really 
witnessing, and is involved in, the great art 
of the creation of the world, and there is 
much truth in that. Music alone among the 
arts can represent the world as God 
meant it to be—happy, harmonious, and 
beautiful—and it is this vision of it that 
Haydn’s inspired oratorio so vividly brings 
before us. It is a benediction in our 
troubled times. 
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1956 LIST OF RECOMMENDED 78 r.p.m. VOCALS 
(including our — Specials) PART | 


VICTORIA DE LOS ANGELSES, soprano 
DB21609 Goyescas: Lover & the Nightingale 
ERNA BERGER, soprano 


CCSI50 Et incarnatus est (Mozart Massin C) 
foe BJORLING, tenor 

B3049 Boheme: Che gelida manina/Aida: Celeste Aida 
DB3302 Gioconda: Cielo e mar/Africana : O Paradiso 


CCS90 Romeo: Ah leve-toi/Manon : Ah fuyez, douce image 


DB21426 Otello: Si pel ciel & Pearl Fishers : duet, with Merrill 
CCS2 Don Carlo: lo l’ho perduta & Dio che nell "alma, with Merrill 
DAI584 _ ‘ Fanciulla del West: Ch’ella/Tosca: E lucevan ; 
DAI70i Trovatore: Ah si ben mio & Di quella pira 
DAI837 Balloin Maschera: Di tu se/Rigoletto: Questa 
DAI841 Turandot: Nessun dorma/Mattinata (Leoncavallo) 
DAI908 Cavalleria: Siciliana/Manon L: Donna non vidi 
CCS! Adelaide (Beethoven) pf. acc. we me 
DAI836 Chenier: Come un bel di/Fedora : Amor ti vieta 
CCS1I75__— Allt under Himmelens Faste/Ack Varmeland 
CCS6 Sadko : Hindu song/Ay ay ay (Swedish) 

CS Belle Helene (Offenbach) & Beggar Student arias (Swedish) . 


CCS7 

ALESSANDRO BONCI, tenor 

CCs70 Ballo in Maschera : Di tu se fedele & E scherzo, with ensemble 
MARIA MENEGHINI CALLAS, eanaee 

R30043 Puritani: Mad scene . 

MARGHERITA CAROSIO, soprano 

DB6343 += Traviata: Addio/Boheme : Mi chiamano Mimi 

ENRICO CARUSO, tenor 


DBIII Pagliacci : Vesti la giubba & No, pagliaccio non son 
DBI42 Catari (Core’ngrato) & Santa Lucia 

DB3078 Reine de Saba: Inspirez-moi/La procession (Franck) . 
DB3903 Rigoletto: Ella mi fu rapita/Elisir d'amore: Una furtiva 
DBI802 Marta: M ‘appari/Pagliacci : Vesti la giubba 

DBI875 Aida: Celeste Aida/Pearl Fishers : Je crois entendre | 
DAII2 Tosca: Recondita armonia & E lucevan le stelle 

DAI303_ Rigoletto : 


La donna e mobile/O sole mio 
‘eye ’A vuchella (Tosti) & O sole mio. jae 
DA Addio a Napoli & Musica proibita 
os “CASANOVA *? (Johann Strauss) 

Nuns’ chorus (with Anni Frind) & Spanish Romance ... 
GERMAINE CERNAY, mezzo-soprano 
LX385 Samson & Dalila : Mon coeur s’ouvre, with Thill _ ; 
CCSII0 Mignon: Connais-tu le pays/Herodiade : Ne me refuse pas 
FEODOR CHALIAPIN, bass 


DBI437. + Faust: Le veau d’or & Mephistopheles’ serenade 
DB9I32 Barber of Seville : La calunnia/Song of the flea 
CCS9 Gold rolls here (Rubinstein)/Elegie (Massenet) .. 


CCS146 Boris Godounov: Farewell & Death scene ‘ 
DA89! Boris : Varlaam’s song/Prinz Igor : Galitzky’s air 
CCSI62 Don Giovanni: Madamina (Catalogue song) 
BORIS CHRISTOFF, bass 

DB21047 Mefistofele : Ave Signor & Son lo spirito che nega 
DB21424 Ernani: Infelice, & infin, che un brando vindice 
ANTONIO CORTIS, tenor 

DAIO75 Turandot: Non piangere Liu & Nessun dorma 


6 
« COSI FAN TUTTE” (Mozart) Glyndebourne recordings—Fritz Busch 


CCSIS! Act I trios. Lewis, Kunz & Boriello : 

CCSI52 Act! quintets. Jurinac, Thebom, Lewis, ‘Kunz, Boriello 
CCSI53 Come scoglio (Jurinac) & Soave sia (Jurinac, Thebom, etc.) . 
CCSI54 Act 2 duets (Jurinac & Thebom, Thebom & Kunz) 


CCSI5S Ei parte... Per pieta. Sena Jurinac, soprano ... 
TOTI DA MONTE, soprano 
CCS67 Linda di Chamounix : O luce/Mignon : Polonaise 


re DRE D’ARKOR, tenor 


CS86 Wm. Tell: Asil hereditaire/Huguenots : Plus blanche 


CCS87 Dame Blanche : Viens gentille Dame & Ah quel plaisir 
ALFRED DELLER, counter tenor 

C3890 Purcel—Music for a while & If music be the food of love 
C395! Dowland—!n darkness let me dwell & In darkness let me 


C4144 Evening hymne (Purcell)/Hymne to God the Father (Humfrey) 
C4178 Sorrow stay/It fell on a Summer's day/What then is... si 
C4247 Purcell arias from Richard Il, Old Batchelor, & Fairy Queen ... 


MARIO DEL MONACO, tenor 
DB21452 Otello: Death scene/Pagliacci : 
ENZO DE MURO LOMANTO, tenor 
CCS138 Catari (Core’ngrato)/Canta pe me 
CCS139 Favorita: Spir’to gentil/Lucia: Tu che a Dio 

CCSI00 Arlesiana: Lamento di OE & Che gelida 


Vesti la giubba 


CCSI0O3 Vieni sul mar/Santa Lucia ... 
CCS68 Lucia: Tombe degli avi miei. . Fra poco a me ricovero 
CCS76 Lucia: Quartet & Sextet, with Capsir, Molinari, etc. 


GIUSEPPE DI STEFANO, tenor 

DB66I8 Mignon: Addio Mignon & Ah non credevi tu . ; 
DB21Si8 Boheme: Che gelida manina & O Mimi, with Warren | 
DAI877_ Ala Barcillunisa & Cantu a Timuni (Sicilian) - 


For orders with the U.K., please send 2/- sneaiine when ordering 78 r.p.m. discs. 
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GIUSEPPE DI STEFANO, tenor—continued 


DA2031 Muttetti di Paliu & " Aballati (Sicilian)  .. . wis ooo ©6067? 
DA2043 Tornaa Surriento & Catari (Core’ ngrato) Neapolitan oat ee 6/7) 
MATTIWALDA DOBBS, soprano . 
LX1616 Schubert—Nacht & Traume, Heidenroslein, Liebhaber in... —_ 9/5 
KARL ERB, tenor 

CCS64 Wolf—Schlafendes Jesukind & Nun wandre Maria _ _ _ 5/7 
KATHLEEN FERRIER, contralto 
DB2194 Mendelssohn duets with Baillie—Greeting & | would that... on 5/7 


DX1194 Ottone (Handel): Spring is coming & Comet SI 
DIETRICH FISCHER-DIESKAU, faiaees eins 
DB21350 Erikonig (Schubert)/2 Grenadiers (Schumann) ... _ _ on 9/5 





DA2045 Die Stadt & Das Fischermadchen (Schubert) 6/7} 
KIRSTEN FLAGSTAD, soprano : 
DB2746_~—s Tristan & Isolde : Liebestod _ _ ade _ 9/5 
DB6913 Dido: When! am laid in Earth/Orfeo : “Chefaro ... wns — 
LUCIEN FUGERE, baritone 
CCSiO2 Magic Flute : Papageno’s airs (in French) 6/7} 
AMELITA GALLI-CURCI, soprano , 
DBI278 Solveig’s song (Greig)/Lo, here the gentle lark .. _ _ nw a 
CCS!44 Echo song & Lo, here the gentle lark (Bishop) . _ ii 9/5 
CCSi45 Barber: Una voce poco fa/Butterfly : Un bel di vedremo me iad 9/5 
CCS147_ = Rigoletto: Caro nome/Etoile du Nord : Catherine’s air... _ 9/5 
CCSi2 Traviata: Dire alla giovine . . Imponete, with de Luca owe —— | 
DAIO28 Rigoletto: Vegliao donna & ‘Piangi fanciulla, with de Luca ... 6/7} 
DAII33 Traviata: Un di felice & Parigi o cara, with Schipa 6/7} 
DAII61 Don Pasquale: Tornami/Rigoletto: E il sol, with ae 6/73 
DAIOI! Last rose of Summer/Home sweet home 6/74 
So gg en eae tenor 

ostillon de Lonjumeau : Rondo/Tzarevitch : Wolgalied 
CCS1I25_~—s Prince Igor : Cavatina/Zauberflote : Bildnisarie . ‘ _ _ cin 
CCS1I26 Land of Smiles: Heart’s delight/Waltztraum : arie . 6/7} 
— GERHARDT, mezzo, acc. Gerald Moore, exclusive to Collectors’ 

orne 

CCS54/5 — Zigeunerlieder. Two records, the pair _ o.  25/¢ 
CCS56 Brahms—Gang zum Liebchen, Therese, Tod, das ist Nacht 13/11 
CCS57 Schubert—Die Stadt & Dithyrambe 13/11 
CCS58 Schubert—Wiegenlied, Op. 105 & Ellen’ s 2nd song -_ 13/11 
CCS59 Wolf—Willst du deinen Liebsten & Mond hat eine schwere ... 13/11 
ocssan 4 all - aoe oy te Yr price of 3 guineas) 

** Frauenliebe und Leben) (Schumann) 3 records complete |. 
BENIAMINO GIGLI, tenor ' ? - 

orza: Solenne in quest’ ora/Boheme : O Mimi, with de Luca... 9 
DBII5O0 Gioconda: Enzo Grimaldo/Pearl Fishers : Tempio, with de Luca ... 9/8 
CCS1I4 Traviata: De miei bollenti spiriti/Lucia : Tombe degli avi ... von 9/5 
DBI229 Lucia: Giustocielo...TucheaDio,withPinza ... .. ... 9/5 
DBI538 Boheme: Che gelida manina/Faust : Salve dimora ... _ _ 9/5 
DBI790 «Cavalleria: Tu qui ?...No, no Turiddu, with Giannini _... ~~ 
DB21138 Turandot : Nessun dorma/Elisir d’amore : Quant’ e bella ... a ae 
CCSsI5 Attila & Lombardi trios, with Rethberg & Pinza eae oie inn 9/5 
CCSI6 Trovatore : Nostri monti, with Elmo/Marta: M’appari -_ ae 9/5 
CCSI7 Rigoletto : Quartet & Lucia : Sextet, with G. Curci, de Luca, etc. 22/3 
DBI90! _ ~—s Ellisir d’Amore: Una furtiva/Serse : Ombra mai fu ... ses ue 9/5 
DAI372 Tosca: E lucevan/Rigoletto : La donna e mobile ion _ a Ge 
DAI488 Ave Maria (Gounod)/Agnus Dei (Bizet) _ ine _ _ — | 
DAI9I2 Sicilian—Mattinata & Cart Driver’s song _ ne soe An 6/73 
CCSsi3 Mefistofele : Dai campi & Giunto sul passo_.... ne: .. 6/7 
DA85 Manon Lescaut : Donna non/Tosca: Recondita armonia_... . 6/7 
DAI216 Pearl Fishers: Mipard’udir/Manon: Sogno... ... ... 1. 6/7 
DA2076_ = Rosi, Rosi & O pittore e tutto munno (Neapolitan) ... a --- 6/73 
CCSI58 Addio a Napoli & Torna a Surriento (Neapolitan) net shed — 
CCSI59 Mamma & Se vuoi goder la vita... ee wile on .. 6/7} 
CCSI60 Trovatore: Di quella pira/Manon Lescaut : Guardate ” eae 
CCSI6! Povero pulcinella & Funiculifunicula... _ ees oon ‘ 6/73 
TITO sos, baritone 
DB6626 Barber : Largo al factotum/Otello : Era la notte pee vee — = 
DB21227 Rigoletto: Pari siamo/Traviata: Di Provenza _ _ » 
DB21606 Ballo in Maschera: Alzati...Eritu.... «OS 
DB21612 Elisir d’amore : Donnae un animale. . Venti seudi, with Monti ~~ 
DAI940 La Montanara & Take the Sun (Glass Mountain) ... 6/73 
DAI946 Nozze di Figaro: Non piu andrai & Aprite un po’ 6/74 
JOAN HAMMOND, soprano 
DB2052 = Gianni Schicci : O my beloved Daddy/Tosca: Love & Music a 5/7 
DX1003 Butterfly: One fine day/Boheme: They call me Mimi sie - 
DB21451 Rusalka: O silver Moon/Pique Dame: Lisa’s air... one : 9/5 
GERHARD HUSCH, baritone 7 

. Giovanni: Laci darem/M. Flute: Bei Mannern, with P 

CCS20 Hansel & Gretel & Konigskinder arias soe _ — ri 
JAN KIEPURA, tenor | 
CCSI22 Ninon & O Madonna ove 6/7} 
CCS123 Schenk mir dein Herz & Ob Blond, Ob Braun ... 6/7) 
ALEXANDER KIPNIS, bass 
DAI21I8 Zauberflote : O Isis/Seraglio : Wer ein Liebchen , — 
CCS!48 Zauberflote: In diesen Hallen/Figaro: Rachearie ... wee owe 9/5 


Overseas customers please send for quotation. 


LONDON, W.C.I1. (LANGHAM 6155) 


(TEMPLE BAR 5614) 








February, 1956 


MOZART. Thamos, King of Egypt, 
K.345. Ruthilde Boesch (rcciter), 
Ilse Hollweg (soprano), Maria 
Nussbaumer-Knoflach (alto), 
Walter Berry (bass), Waldemar 
Kmentt (tenor), Vienna Chamber 
Choir, Vienna Symphony 
Orchestra conducted by Bernhard 
Paumgartner. Philips ABL3089 
(12 in., 38s. 3d.). 


** Always try to look interested when 
they speak of Mozart, dear’’. The silly 
mother’s advice to the reluctant debutante 
daughter will surely come to mind more 
than once during the present bicentenary 
year. It would be the maddest pedantry 
of the worst German sort to pretend that 
all Mozart’s music affects us as Figaro or 
Don Giovanni or the G Minor Quintet, and 
I shall put myself forward as one who has 
felt and looked bored by some of the lesser 
prized works of the genius. But one is 
nevertheless grateful when a firm such as 
Philips cures a wish: for I have long 
wanted to hear this incidental music, said 
in some quarters to point the way for the 
sublimities of the “ religious’? music in 
The Magic Flute; that it foreshadows the 
Flute as Lohengrin did Parsifal. The history 
is curious and like much that was curious 
in Mozart’s life involved Schikaneder, that 
curious touche-a-tout who was the first 
Papageno. In Salzburg in ’79, Schikaneder 
turned up leading a troupe of players in 
this drama, a work by the Jewish author 
Gelber which made much copy out of 
those Egyptian Mysteries which were a 
cloak for, and. a parable, of that free- 
thinking and Freemasonry which were 
penetrating the imperial gloom of Central 
Europe at the time. For -this occasion 
Mozart dug out the incidental music he 
had written for the play on his return 
from Italy in 1773, and it was revised. The 
choruses which the author had intended to 
be offered to Gluck for composition are the 
best of it, and here, rendered with the 
quintessence of Mozartian seriousness and 
scholarship as befits an anniversary labour 
of love and exhumation, they do give a 
foretaste of some of those sublimities we 
associate with Sarastro, except where the 
sopranos attack pianissimo in as shaky a 
style as any amateur group. To be frank, 
the whole disc is chiefly for connoisseurs of 
the more scholarly and curious breed. The 
soloists sing quite well together, though 
I find it difficult here to like Fraulein 
Hollweg’s tone, which sounds wiry. To- 
wards the end of side 1 over a “ melo- 
drama ” background, the lady narrator in 
a very steamed-up kind of German stage 
voice says some shuddering words about a 
Temple of Truth, which again may suggest 
a prototype of Pamina at her most 
awestruck, 


Che chorus and ensemble after Act 5, 
Scene 6 is the one to sample first, then the 
hushed chorus and noble bass intervention 
(by Walter Berry, excellent) which succeeds 
Scene 7 of the last act. This may also 
remind you a little of the Commendatore. 

All in all, an interesting occasion, 
though not thrilling, especially side 1. 


P.H.-W. 
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MOZART. Mass in C minor, K.427. 
Theresa Stich-Randall (soprano), 
Hildegard Réssl-Majdan (mezzo- 
soprano), Waldemar Kmentt (tenor), 
Walter Raninger (baritone), Vienna 
Chamber Choir, Vienna Symphony 
Orchestra conducted by Rudolf 
Moralt. Philips ABR4043-4 (two 
10 in., 57s. 4d.). 

The performance of the C minor Mass 
(K.427) on the Nixa record now deleted 
(reviewed by I.C. 12/53) represented 
Mozart’s work in the incomplete form in 
which he left it. The Kyrie, Gloria, Sanctus 
and Benedictus are complete in everv detail : 
but the Credo was only composed as far as 
Et incarnatvs est, and has a roughly sketched 
in orchestral accompaniment at various 
points. 

The score edited by Alois Schmitt, till 
now in general use, adds the orchestral 
detail missing and completes the Credo by 
taking the necessary movements from three 
other Mozart Masses, including the one in 
C major (K.262), and adapts the music of 
the Kyrie to the words of Agnus Dei. That, 
too, is done in the present version, but only 
K.262 is drawn upon to complete the Credo. 


The performance is a good one and well 
recorded, the only poor bit of balance 
coming at the end of the poignant and 
Bach-like Qui to/lis in the Gloria for double 
choir—the finest movement in the Mass— 
where one cannot clearly hear the important 
parts for altos, tenors, and basses of the 
first choir in the concluding bars. This 
movement, as also the strikingly original 
setting of, Fesu Christe, after the trio Quoniam 
tu solus Sanctus, and the fine fugue Cum 
sancto spiritu, are sung with excellent 
precision and the right feeling. The 
performance gains much from the creamy 
voiced soprano of Theresa Stich-Randall 
who, apart from two small lapses in 
intonation, has a welcome breadth of 
phrasing and sureness of attack. Her 
octave leaps up to top C and B flat in Et 
incarnatus est are splendidly done, and when 
she is able to relax a little more she will 
make a first-class Mozart singer. As it is 
this difficult movement is beautifully sung. 


The flute, oboe, and bassoon obbligati in 
this movement are well played—except that 
he bassoon takes a little time to warm up 
—but the strings have not sufficient grace 
of phrase and tone, a thing one notes again 
in the tenor solo with chorus, Et in spiritum 
sanctum. ‘Two sopranos were used in the 
Nixa recording, but in this one that ex- 
cellent mezzo-soprano Hildegard Réssl- 
Majdan is expected to produce a B natural, 
above the stave, in the trio Quoniam—and 
does so—and to leap from G (above 
middle C) to another B natural in the duet 
Domine Deus which, if I am not greatly 
mistaken, Miss Stich-Randall (who has 
this note in the previous bar) does for her, as 
well as the high As that follow. Oddly 
enough the rest of the lower part is written 
quite comfortably for a mezzo-soprano. 
Laudamus te, on the other hand, most 
certainly demands a soprano and gallantly 
though Miss Réssl-Majdan tackles it the 
strain is obvious. Two cuts are made in 
this movement. 
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Waldemar Kmentt phrases well and 
sings more smoothly than in the recorded 
Bach cantatas in which he has taken part. 

It is a pity that the conductor did not 
get the singers to phrase the (ex)celsis of the 
Hosanna in four instead of two note groups 
as the latter make the movement sound 
very jerky. 

As Einstein says, in his book on the 
composer, “ Bach is not the only master 
who stands behind this work: there are 
also Handel and the whole eighteenth 
century, including even the great Italians 

. one cannot single out particular 
names because Mozart sums up his century 
and transfigures its musical language. 
Once more we see that a work like this 
cannot be written without a great artistic 
heritage—a heritage, however, that the 
composer must be in a position to accept.”’ 
These facts lend exceptional interest to this 
great work. A.R. 


MOZART. Ridente la calma, K.152; 
Oiseaux, si tous les ans, K.307 
(Ferrand) ; Dans un bois solitaire, 
K.308 (de la Motte); Die kleine 
Spinnerin, K.531 (Jager) ; Als Luise 
die Briefe, K.520 (von Baumberg) ; 
Abendempfindung, K.523 (Campe) ; 
Das Kinderspiel, K.598 (Over- 
beck) ; Die Alte, K.517 (von Hage- 


dorn); Das Traumbild, K.530 
(Hélty); Das Veilchen, K.476 
(Goethe); Der Zauberer, K.472 
(Weisse); Im Frihlingsanfange, 
K.597 (Sturm); Das Lied der 


Trennung, K.519 (Schmidt); Die 
Zufriedenheit, K.349 (Miller); An 
Chloe, K.524 (Jacobi); Sehnsucht 
nach dem Friihlinge, K.596 (Over- 
beck). Elisabeth Schwarzkopf 
(soprano), Walter Giesking (piano). 
Columbia 33CX1321 (12 in,, 
39s. 74d.). 

I had hoped that the bicentenary would 
bring us just such a charming bouquet of 
Mozart’s songs as this, for though he himself 
thought little of these of his works, there 
are at least four small masterpieces in the 
collection above. These are Das Veilchen 
and Abendempfindung, which are, of course, 
well known ; and the far less familiar Als 
Luise die Briefe and Das Lied der Trennung. 

Eric Blom describes the first of these two 
unfamiliar songs as “ plainly a dramatic 
scene in miniature’. In it Luisa burns, in 
the brightly glowing fire, letters from the 
lover who has deserted her. The other 
song is also about a Luisa, but in this case 
a lamented one, for it is properly a man’s 
song. The first of the French songs, Oiseaux 
si tous les ans, has a phrase that comes again 
in the Gugliemo-Dorabella duet, “ I] core 
vi dono ”’, in Cosi _fan tutte, and is charming ; 
the other is rather uninteresting. Of the 
rest, all delightful, I particularly enjoyed 
Die kleine Spinnerin, a girl who prefers her 
spinning wheel to flirtatious young men, 
Das Kinderspiel, the musical equivalent of 
one of Blake’s Songs of Innocence, and Die 
Alte. In the latter song an old lady looks 


back to the good old days and laments the 
present time when “ filial love is out of 
fashion and modesty a short-lived hour, 
we did not so, so long ago ”’. 
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Miss Schwarzkopf amusingly adopts the 
voice of an old lady, somewhat deficient in 
teeth, in singing this song, and ends it with 
a wonderful chest note. 

She finds the mood of each of the songs 
at once, and sings beautifully throughout, 
but her enunciation is not always as crisp 
as it might be. I expect her French is as 
good as Mozart’s was ! 

Eminent solo pianists are apt, from the 
nature of things, to become afflicted with 
excessive modesty when they turn to 
accompanying: but Gieseking does not err 
much in this respect, and plays with 
all of his beautiful tone. In the humorous 
songs I missed the sparkle of Gerald Moore. 
The balance is adequate, and except for a 
vocal note in Das Lied der Trennung that 
catches the microphone, the recording is 
good. 


A.R. 
PROKOFIEV. Cantata *“* Alexander 
Nevsky”, Op. 78. Ana Maria 


Iriarte (mezzo-soprano), Chorus and 
Orchestra of the Vienna State 
Opera conducted by Mario Rossi. 
Vanguard PVL7oo1 (12 in., 39s. 74d.). 

Soviet composers, constantly adjured to 
produce music that was both great and 
immediately appealing, must sometimes 
have wondered whether such a task is 
within the bounds of possibility. Certainly 
there have been few successes. But 
Alexander Nevsky must surely satisfy every- 
one: exemplary politics, tunes that ring 
in the head, wonderful orchestration and, 
a rarer virtue, genuine breadth of vision, 
inspiration if you like. This music is tre- 
mendously sincere, exciting, glowing. Pro- 
kofiev wrote it for a film just before the 
war, a film that had considerable pro- 
paganda value after Hitler’s invasion, for 
it describes how the great Russian hero, 
Alexander Nevsky, repelled invaders in the 
twelfth century. The cantata version of 
this music (I hope I am right in thinking 
the film came first ; I have not had a sight 
of the sleeve) begins with a slow sombre 
orchestral piece called “‘ Russia under the 
Mongolian Yoke ’’, and then, after a short 
song about Nevsky, there is a _ choral 
number, “‘ The Crusaders at Pskov ’’, in 
which the chorus has something of a plain- 
song quality. A patriotic song, “‘ Arise ye 
Russian People ”’, is followed by the climax 
of the cantata, as it was of the film—‘* The 
Battle on Ice”’. A lovely mezzo-soprano 
song bewailing the dead and the triumphant 
“* Alexander’s Entry into Pskov ” complete 
the work. 

I welcome Vanguard’s Viennese record- 
ing of this masterpiece, even though it 
barely does justice to the composer. Much 
of the performance is good, notably the 
mezzo-soprano song. But the engineers 
_ have not solved the very difficult problem 
of balancing the large forces involved and 
making them cohere into a whole. Too 
many microphones are used, or are used 
wrongly. In the first piece there is a 
microphone for the especial benefit of the 
wood-wind solos, and it quite ruins the 
perspective ; while at the end of the 
*“ Crusaders at Pskov’’ a special micro- 


phone ludicrously picks out the low Cs of 
the second basses. 


“Arise ye Russian 
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People’, sung jerkily and with poor 
intonation, is atrociously balanced; a 
jumble of unpleasant sounds with the per- 
cussion (especially tam-tam and xylophone) 
absurdly prominent. Much of the “ Battle 
on Ice” sounds splendid, though the 
chorus at times is far too close to the 
microphone. Were there perhaps not 
enough singers? With such a _ large 
orchestra a very large chorus is essential ; 
it is never convincing to have a small 
chorus and fudge the balance. Actually 
the balance varies very considerably ; at 
times in the Battle the men sound close 
and the women inaudible. Levels are all 
over the place, with climaxes spoilt by 
successive cut-backs, and the violins never 
seem to produce a rich full tone. And yet, 
with all these defects the music triumphs. 
And I must add that there are long passages 
in which the quality of sound is reasonably 
good. You will enjoy this record in spite 
of everything. 


FLAGSTAD SONG RECITAL. Die 
junge Nonne, Op. 43, No. 1; Die 
Liebe hat gelogen, Op. 23, No. 13; 
Die Post; Der Wegweiser—Nos. 13 
and 20 of “ Winterreise’’, Op. 89 
(Schubert). Liebestreu, Op. 3 
No. 13 Meine Liebe ist grim—No. | 
from “Junge Lieder”, Op. 63, 
No. 5; Sind es Schmerzen—No. 3 
of 15 Romances from ‘‘ Magelone ” 
Op. 33 (Brahms). Wiegenlied, Op. 
41, No. 1; Allerseelen, Op. 10, 
No. 8; Zueignung, Op. 10, No. 1; 
Du meines Herzens Krénelein; 
Ach, Lieb’, ich muss nun scheiden 
—Nos. 2 and 3 of “ Schlichte Weisen’’, 
Op. 21 (Richard Strauss). Night 
(McArthur). A song for lovers— 
No. 2 of “Songs from the Clay” 
Op. 13 (Deems Taylor). Sea Moods 
(Tyson). Kirsten Flagstad re: . 
Edwin McArthur (piano). H.M.V 
ALP1309 (12 in., 39s. 74d.). 

It is sad that the least worthy songs in 
this oddly mixed collection are, as a whole, 
the best sung: and it is poor consolation 
that even if Madame Flagstad had had an 
accompanist able to do justice to the piano 
parts of Strauss’s beautiful Wiegenlied— 
which sounds a mere scramble—and Die 
Junge Nonne—with its heavy-handed 
tremolos in the right hand—these songs 
would still not have suited her. 

I did, however, expect her to make a 
success of Strauss’s <ueignung, which needs 
a large volume of tone, but here, and even 
more so in Allerseelen, there are disturbing 
hold-ups in the rhythm. But at the end of 
Zueignung “‘ habe Dank ” rings out with all 
the old power and beauty of tone. 

Ach, Lieb’, ich muss nun scheiden, one of 
Strauss’s most beautiful songs, is sung with 
great feeling and with everything perfectly 
in place: and the great singer makes a 
moving thing of the end of Der Wegweiser. 
She goes at Meine Liebe ist griin with great 
exuberance (the accompaniment is again a 
scramble) and there are some fine moments 
in Brahms’s Liebestreu and the rather 
operatic Sind es Schmerzen. 

Her most beautiful singing, apart from 
the Strauss song mentioned above, comes 
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in Deems Taylor’s pretty A Song for lovers. 
and here, too, Edwin McArthur accom- 
panies sensitively. 

There is a waver in the piano part at the 
start of Ach Lieb’, ich muss nun scheiden, and 
fuzzy tone on some high notes which—see 
a letter on distortion in last month’s issue— 
are perhaps not to be attributed to the 
recording. A.R 


STREICH RECITAL. Dorfschwalben 
aus Oesterreich (Jos. Strauss). The 


Nightingale (Alabieff). Les Filles 
de Cadix (Delibes). The Last Rose 
of Summer (Flotow). Villanelle 


(dell? Aqua). Draussen in Sievering 
bluiht schon der Flieder from “ Dic 
Tanzerin Fanny Elssler ” (J. Strauss). 
Il Bacio (Arditi). Rita Streich 
(soprano), RIAS Symphony 
Orchestra, Berlin, conducted by 
Kurt Gaebel. D.G.G. DG17052 
(10 in., 29s. 64d.). 

A delightful recital by Rita Streich who 
is much more than the coy soubrette she 
was first presented as. She brings off the 
whole programme with distinction, light- 
ness of touch, a wide command of language 
and what for lack of a better word one can 
only call a smile in the voice, which is 
light, clear, true, without being hard or 
nasal, and is equipped with a proper trill and 
all those fixtures which used to be, but alas 
no longer are, the sine qua non of a light 
soprano appearing in public. I couldn’t 
quite forget, while Fraulein Streich was 
singing, the way in which Lucrezia Bori 
used to steer into the second section of // 
Bacio, which is enough to make you jump 
for joy ; and Galli-Curci left her mark, for 
me, indelibly on dell’Aqua’s Villanelle. 
It is also to be remembered that Margot 
Guilleaume made a very attractive Last 
Rose (in German, whereas this is in English). 
But on the whole the showing here is very 
fair throughout, never displeasing and the 
Bizet, the Alabieff and the two schmalzy 
waltz songs give a lot of pleasure. As in 
many recordings from this company, the 
voice is poised in what one might call 
“resonant circumstances” and __ the 
orchestra, for instance when it comes 
bouncing back at the end of Alabieff’s 
Nightingale sounds too like a band playing 
in an empty echoing Kursaal. But the 
playing like the singing is good. 

P. H.-W. 





Complete Operas 


Decca have announced the release of a 
further three operas, Wagner’s The Flying 
Dutchman, Donizetti’s L’Elisir d’Amore and 
Tchaikovsky’s Eugene Onegin. It is hoped 
that reviews of these three works will appear 
in due course. 


An Apology 


The publishers wish to apologise for an 
error which appeared in the heading to the 
review of Sir Compton Mackenzie’s book, 
My Record of Music, in the last issue of THE 
GRAMOPHONE. The name of the publishers 
should read “‘ Hutchinson ” 
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SYMPHONIES No. 35 in D, K.385— ‘Haffner’ ; CONCERTOS 


No. 25 in G minor, K.183; (Handel : Water music) Piano: 
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(R. Strauss : Burleske) 
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SERENADE ORCHESTRA/ 
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UXT 2686 SUISSE ROMANDE/MAAG en enee 

LXT 2562 
No. 34 in C, K.338 Violin: No. 3 in G, K.216; 
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CONCERTOS (continued) in D, K.334 
Clarinet: in A, K.622 VIENNA OCTET 
de PEYER/L.S.O./COLLINS LXT 2542 


Bassoon: in B flat, K.191 
HELAERTS/L.S.O./COLLINS 
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SOUTH GERMAN 
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‘Eine kleine Nachtmusik’ 
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No. 6 in D, K.239; 
(Telemann : Suite in A minor) 
ZIMBLER SINFONIETTA 
AXTL 1009 


No. 9 in D, K.320—‘Posthorn’ 
SUISSE ROMANDE/MAAG 
LXT 2671 


No. 10 in B flat, K.361 
WIND ENSEMBLE OF 
RIAS ORCHESTRA 
LGX 66006 
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Duo No. 2 in B flat, K.424; 
(Martinu: Three madrigals) 
JOSEPH & LILLIAN FUCHS 
AXTL 1030 


Exsultate jubilate, K.165; 

Mozart arias 

GUEDEN/VIENNA P.O./EREDE 
LX 3103 


German dances, K.509 & K.571; 
Symphony No. 29 in A, K.201 
BAMBERG S.O./KEILBERTH 
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Litaniae de Venerabili Piano Quartets: No. 1 in G minor, Clarinet Quintet in A, K.581 


Altaris Sacramento in E flat, K.243 K.478; No. 2 in E flat, K.493 VIENNA OCTET 
OL 50086 CURZON/AMADEUS QUARTET LXT 5032 
LXT 2772 


Litaniae lauretanae in D, K.195 Requiem in D minor, K.626 
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KRIPS 
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Mozart coloratura arias: 


K.281 and No. 16 in B flat, K.570; 


R. St 
(R. Strauss arias) No.5 inG, K.283 and No. 15inC, K.545 


HOLLWEGJ/L.S.0O./ 
KRIPS 
LX 3054 


JACQUELINE BLANCARD 
LXT 2666 


Violin and Piano Sonatas: 


No. 32 in B flat, K.454; 





Quartet No. 6 in B flat, K.159 "Re eH09,, Pe 
(Haydn: Quartet in F, Op. 3, No. 5) — —_ "ee, eeinenanee 
GRILLER STRING QUARTET hence ‘ 
LX 3087 String Quintet in G minor, K.516 LXT 2802 

GRILLER STRING QUARTET/ Sinfonia concertante in E flat, K.297b 
Quartet No. 8 in F, K.168; GILBERT FRENCH WIND QUINTET/ 
Quartet No. 17 in B flat, LXT 2515 ENSEMBLE ORCHESTRAL DE 
niet Oboe Quartet in F, K.370 L’OISEAU-LYRE/FROMENT 
a Sere eee GOMBERG/GALIMIR/ Clarinet Concerto in A, K.622 
— BANAT/KOUGEL LANCELOT/ENSEMBLE 
Quartet No. 14 in G, K.387 (Telemann: Sonata in C ORCHESTRAL DE L’OISEAU- 
HAYDN QUARTET, BRUSSELS ___ minor; Partita in E minor) LYRE/FROMENT 
LGM 65011 AXTL 1021 OL 50006 


Trio in E flat, K.498 
KELL/FUCHS/HORSZOWSKI1 
(Beethoven: Trio in B flat, Op. 11) 
AXTL 1011 
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OPERATIC 
DEBUSSY. Pelléas et Mélisande. 


Pelléas Camille Maurane (bar.) 
Golaud Michel Roux (bar.) 
Arkél Xavier Depraz (bass) 
Mélisande Janine Micheau (sop.) 
Geneviéve Rita Gorr (mezzo-sop.) 
Yniold Annik Simon (sop.) 
rs re, | Marcel Vigneron (bar.) 


Elisabeth Brasseur Choir and 
Lamoureux Orchestra conducted 
by Jean Fournet. Philips ABL3076-8 
(three 12 in., 114s. gd.). 
Danco, Mollet, Ansermet (9/52) LXT2711-4 

Six hours spent in the rarefied atmosphere 
of Debussy’s shadowy but magical lyric 
drama (“ opera ” would be too downright 
a term) have left me somewhat dazed when 
it comes to finding mere everyday words to 
write about it: Pelléas is a world of half- 
lights, in which each sentence and each 
action has unspoken emotional overtones 
which become more intense and more 
moving as acquaintance ripens. It never 
can be a “* popular ” work: to the man who 
thinks of opera in terms of Traviata or 
Tosca it is probably even rather a bore, 
following as it does the even declamation 
of the French language, never expanding 
into orthodox lyrical melody, and contain- 
ing no ensemble work of any kind—no love 
duets, no conventional set-pieces. Yet I 
know of few works able to cast so potent but 
so subtle a spell. 


We have already had a _ recorded 
performance of Pelléas from Decca which I 
frankly cannot imagine being surpassed— 
I find myself as completely enraptured by 
it now as when I first reviewed it in Septem- 
ber, 1952—and it is no denigration of this 
Philips issue if I say that I still give the 
earlier version my personal preference. The 
performance here nevertheless has finesse 
and sympathetic understanding, and the 
fact that it takes only six sides (as against 
eight on Decca) is bound to weigh with 
many people. The layout on three discs 
incidentally allows us to have three acts— 
Nos. 1, 2 and 5—complete on a side each. 
The recording is good throughout, save that 
in some places the balance allows the voices 
to be masked by an orchestral tutti, and 
there are slight variations of the orchestral 
level (for example between the end of side 
4 and the start of side 5). Jean Fournet 
obviously loves the score and knows it 
intimately, but sometimes seems intent on 
driving it along in order to heighten the 
emotional _ temperature. Outstanding 
among the singers is Michel Roux, whose 
tormented Golaud practically steals every 
scene in which he appears—a fine, sensitive 
performance ; and Camille Maurane makes 
an excellent Pelléas, his light tenorish 
quality contrasting with that of Pierre 
Mollet on the Decca set. Notable among 
the minor characters is an extremely good 
Yniold—a difficult role to make convincing; 
Annik Simon sounds childlike, and well 
portrays the child’s fright at Golaud’s 
insistent questioning—this scene is admir- 
ably played throughout. (Traces of a stage 
adaptation persist in the invitation to the 
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child to sit “‘ auprés de moi” instead of 
‘**@ mes genoux ”’: presumably the theatre 
Yniold was rather big for such a manceuvre.) 
The Geneviéve is good too in her small 
part; but Xavier Depraz, though the 
possessor of a good voice, sings too stiffly 
and syllabically as Arkel. 


Which leaves us with consideration of 
Janine Micheau as the central figure of this 
drama. I regret to have to say that, despite 
her many virtues, to me she rarely suggests 
Debussy’s pale, unhappy heroine: she 
sounds too sophisticated for this pale, fay 
creature. In addition, the clarity of her 
enunciation, especially in rapid declama- 
tion, leaves much to be desired: she is at 
her best when she has more of a melodic 
line to sing, as at the start of the scene of 
Mélisande at her window. The famous 
scene when her hair falls on Pelléas is 
remarkably underplayed. (I should, inci- 
dentally, be interested to know why two 
quite inoffensive bars have been cut on 
p. 156 of the vocal score: when Golaud 
warns Pelléas to be careful, why cut his 
lines “‘ Evitez-la autant que possible, mais 
sans affectation ”’ ?) L.S. 


FALLA. El Retablo de Maese Pedro. 
Blanca Maria Seoane (Storyteller) 
Francisco Navarro (Master Peter), 
Chane Gonsalo(Don Quixote), Orch. 
du Théatre des Champs Elysées 
conducted by Ernesto Halffter. 
El Amor Brujo. Ines Riva- 
deneira (contralto), Madrid Sym- 
phony Orchestra conducted by 
Pedro de Freitas Branco. Ducretet- 
Thomson DTLg3010 (12 in., 39s. 74d.). 


El Amor Brujo : 
Iriarte, Conservatoire, Argenta (1/53) 33C1004 
Eustrati, Berlin P.O., Lehmann 
(4/55) DGM18177 


The most welcome side of this record, of 
course, is that which brings us the first LP 
recording of Master Peter’s Puppet Show, 
Falla’s one-act puppet opera, first publicly 
produced in Seville in 1923. Its idea, 
based on an episode from Don Quixote, is 
delightful. The scene is the stable of an 
inn, with the puppet stage set up in it. 
The wildly romantic story of Christian 
knights and their ladies and of infidel 
Moors is acted by the puppets and has each 
of its scenes described beforehand by a boy 
storyteller. ‘The audience (on the stage 
also) includes the Don himself, always 
liable to interrupt. (“‘ There you’re wrong 
and your bells most incorrect: for there’s 
no ringing of bells among Moors, but 
beating of drums and squealing of haut- 
boys ”’). 

When, at the end of the story, the 
Christian knight and his lady are escaping 
from the pursuing Moors, Don Quixote’s 
chivalry can no longer be contained, and 


he draws his sword and lays about the 


Moors, wrecking the puppets, of course (to 
Master Peter’s anguished cries). ‘The end 
of the piece is mainly a characteristic 
monologue by the Don, interrupted here 
and there by Master Peter’s laments. 

Of all this we get a lively and extremely 
vivid performance that can be much 
recommended. Blanca Maria Seoane as 
the Storyteller is outstandingly good. 
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Falla asks for the part to be sung by a real 
boy if possible (“‘ rather forced, rough in 
expression and without any lyrical feeling ’’) 
and for a recording one might perhaps 
have been found: but I cannot imagine a 
woman doing it better than it is done here, 
carrying out the composer’s intentions, yet 
making it all most delightful to hear. The 
clarity and speed of her words are first-rate. 


Francisco Navarro sings Master Peter 
with an attractive light tenor, while Chane 
Gonsalo has a suitably noble quality for 
Don Quixote, though he is a little dis- 
appointing in his final and all-important 
monologue, where he sounds rather tired, 
especially on one or two of his highest notes. 


Halffter gets some lively playing. ‘The 
quick parts are all admirable, but I found 
some of the slow sections exasperatingly 
slow—something I also noticed in _ his 
recording of Falla’s Homenajes. These 
speeds might do for a theatre performance 
where there is also something to look at, 
but on a record they become tedious, 
especially as Falla’s music is sometimes 
pretty thin. 


All in all, however, a very good issue of 
this delightful piece. It is to be hoped that 
the sleeve (which has not reached me) will 
give the text in full and in English. The 
vocal score is published by Chester. 


If your library still lacks El Amor Brujo, 
then you will find this latest version a good 
performance and a good recording (and 
with a singer whom I like the best of the 
three available). Judged on its own it 
does not beat the DGG-Berlin Philharmonic 
performance and recording, but it still 
forms a worthy reverse side to Master 
Peter—and that is a great acquisition. 


T.H. 


GOUNOD. The Soldiers’ Chorus from 
** Faust ”’, Act 4. 

WAGNER. The Pilgrims’ Chorus from 
‘* Tannhauser ”, Act 3. Maastricht 
Choir and Orchestra conducted by 
Martin Koekelkonen. 

VERDI. The Grand March and Chorus 
from ‘‘ Aida’’, Act 2. Netherlands 
Opera Choir, Hilversum Radio 
Orchestra conducted by Paul van 
Kempen. Philips NBE11009 (7 in., 
11s. 10d.). 


The operative consideration here for a 
buyer would be a desire, for some special 
reason, to have just these three choruses on 
a handy little seven inch. For, otherwise, 
they have severally been made much better 
elsewhere. The best is the side devoted to 
the grand march through the gate of 
Thebes in Aida, Act 2, the singing and the 
actual playing (trumpets etc. clear without 
stridency) being superior to that shown by 
the Maastricht performers in the Tann- 
hauser chorus. I don’t catch the language— 
is it Dutch ? All [I can assure you is that 
the soldiers’ chorus from Faust is not sung 
to the words which we used to sing it to 
on the way back from a route march! 
The little record reproduces satisfactorily 
and, as I say, might be handy for some 
reason or other. P. H.-W. 
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MESSAGER. Pages Célébres ... . 
Pages Oubliées. Ouverture— 
Véronique. Ronde from “ Francois 
les bas-bleus ; Robert Massard. 


La Basoche; Louis Musy. La 
Fiancée en Loterie; Colette 
Riedinger. Le Chevalier d’Har- 


mental; Geneviéve Moizan. Duo 
from “‘ Les petites Michu”’; Colette 
Riedinger, Geneviéve Moizan. 
Deci-Dela; Geori Boue, Roger 
Bourdin. La Maison Grise from 
** Fortunio”’ ; Marcel Huylbrock. La 
Rose rouge from “Mr. Beaucaire”’ ; 
Robert Massard. Rossignol from 
“Mr. Beaucaire”’; Colette Riedinger. 
Valse from ‘‘ Passionnement”’ ; 
Robert Massard. Air de Cercleux 
from “‘ Sacha”’; Louis Musy. Air 
de la Lettre from “Sacha”; Marcel 
Huylbrock. Orchestra conducted by 
R. Benedetti. Direction by Max de 
Rieux. London International 
TWo1125 (12 in., 39s. 74d.). 

Much as I want more Messager, I could 
wish for him differently. Ten-inch 78s 
were ideal. This double-sided LP is in 
effect a lecture in French (and certainly 
disrecommended to those who can’t follow 
French spoken conversationally). Max de 
Rieux, with some dramatised help, lectures 
on Messager like a B.B.C. talk ; and there 
are illustrations, not sung by original 
creators, as would be possible in some cases 
—e.g. Fugére for La Basoche, but by modern 
performers, from the opera and opéra 
comique, not all very good or charming. 

Many of these pages oubliées are worth 
hearing several times, the pages connues 
may be too hackneyed, but anyhow it is 
nice to think of them on the catalogue. 
What is incomprehensible is that anyone 
would wish to hear them more than twice 
or three times at the most the quite ordinary 
talk on Messager, which goes with it willy- 
nilly. Am I being unfair ? I don’t think 
so. If I have the privilege to present a 
programme on, say Yvonne Printemps on 
the B.B.C., I can understand it might 
incite collectors rush to get that actress’s 
discs, but I should hardly expect people to 
want my chit-chat for perpetual rehearing. 

_ The best things here are Colette Riedinger 

singing from La Fiancée en loterie, the duet 
from Les petites Michu and two excerpts 
from Monsieur Beaucaire which will bring 
back some tender memories on this side of 
the Channel. Also if you don’t possess a 
version of “La Maison Grise” from 
Foriunio this will stop the gap—I can’t say 
much more for the singing of it. Recording 
perfectly adequate. P. H.-W. 





Books Received 

How to Choose Music (F. Rawlings), pub- 
lished by the Focal Press (7s. 6d.). Pub- 
lished in the “ Cinebook ”’ series, this work 
is primarily directed towards those amateur 
film enthusiasts who wish to add_back- 
ground music to their films. The Teaching 
of Elisabeth Schumann (Elizabeth Puritz) 


> 


published by Methuen & Co. (12s. 6d.). 
This is a comprehensive analysis of the art 
of singing as taught and practised by 
Elisabeth Schumann. 
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PUCCINI. Manon Lescaut. 
Manon Lescaut Licia Albanese (sop.) 
Lescaut Robert Merrill (bar.) 
Il Cavaliere des Grieux 
Jussi Bjérling (ten.) 
Geronte de Ravoir 
Franco Calabrese (bass) 


Edmondo Mario Carlin (ten.) 
L’oste Plinio Clabassi (bass) 
Un musico 


Anna Maria Rota (mezzo-sop.) 
I] maestro di ballo Mario 
Un lampionaio Carlin (ten.) 
Sergente degli archieri 
Franco Calabrese (bass) 
I] commandante di marina 
Plinio Clabassi (bass) 
Orchestra and Chorus of the 
Opera House, Rome, conducted by 
Jonel Perlea. Assistant to Con- 
ductor: Gennaro d’Angelo. Chorus 
Master: Giuseppe Conca. H.M.V. 
ALP1326-8 (three 12 in., 118s. 104d.). 
Recorded in the Opera House, Rome. 
Prandelli (2/55) LXT2995-7 
Since last February when I hailed with 
delight the Decca issue of Manon Lescaut, 
the first on LP and after long silence very 
welcome indeed, I have not abated a jot 
of my enthusiasm for this opera in which 
I think all good Puccinian addicts 
(* Puccinian Marijuana” muttered Prof. 
Dent) will join me. It is true that the work 
is not well laid out as a libretto and tails 
off at the end, where a protracted death 
scene simply makes one think how incom- 
parably better Puccini learned to do that 
kind of thing for consumptive Mimi of 
La Bohéme. And from a theatrical point of 
view, Tosca must always eclipse the 
excitements of the Manon story as here 
presented. But what heady and voluptuous 
music! And what graceful skill in feeding 
you increasing doses of yearning-swooning 
until suddenly you are slugged with the 
full blown melody. I really think the duet 
of recrimination and reconciliation in Act 
2 is the most erotic of all the great Puccinian 
love duets. 


Now to odious comparisons. The present 
set was recorded in the Rome Opera and 
the cast as you can see is a very fine one, 
though not wholly Italian. The total 
performance stands in the same sort of 
relation to Decca’s as do the two Pagliaccis 
from these companies. It is finally a matter 
of taste for you to decide. Against the 
sumptuosities of the Decca set I had, when 
reviewing it, to give my unpopular verdict 
that I thought Del Monaco sang mono- 
tonously too loud right from the start and 
that Tebaldi failed to suggest the fragility, 
the waywardness of Manon singing along 
richly but more like a Tosca. Moreover 
neither singer nor the conductor Prandelli 
in my view quite got the last drop out of the 
great duet, largely from default of nuance 
and subtlety in phrasing. 


Now in this set, I think the conductor is 
more alive to such points: he never loses 
the rhythmic pressure and he keeps the 
singers more on their toes. The result 
in the duet (to pursue that particular field, 
the central ground for comparison after all) 
is very exciting ; though again it could be 
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even more so. Bjérling seems to m 
unquestionably a more musicianly and 
a more effective interpreter of the chevalier 
music. Note the grace of “‘ Tra voi bionde ° 
to the ladies of Amiens at the start and the 
precision of dramatic pathos, and the lack 
of ineffective hysterics later on at momen:s 
of stress. I have on the other hand heard 
his voice sound in better condition ; there 
is a quite noticeable cloud on one noie 
at the climax of “‘ Donna non vidi mai” 
which is a pity. (Compare his DA1g08.) 

Licia Albanese is a well trained and 
attractive singer ; whether you prefer her, 
say as Butterfly, to the beautiful Tebaldi is 
something I shan’t probe. Both are fine 
examples of the Puccinian singer, with 
Tebaldi scoring for tonal quality. But | 
think Albanese gets far more into the 
character of Manon, her laughter her quick 
changes of mood, her fickleness are to my 
ear more convincingly portrayed. On the 
other hand she does not sound ideally young 
enough—especially in her opening phrases 
(where I said that Tebaldi sounded too 
matter of fact as well as too near). I don’t 
know whether you might think Albanese 
too near the microphone too. Not that 
she sounds out of balance at all, but her 
intakes of breath and exhalations are 
extremely noisy. I think she is doing it 
simply in imitation of that bad Italian 
trick of simulating breathlessness to suggest 
passion. Overdone, it suggests a grampus 
instead ! Otherwise her singing is mostly 
stylish, even though she doesn’t always 
keep faithful to the conductor and misses 
the top marks for phrasing “In quelle 
trine’’ which I would accord to Spani 
or Giannini in that lovely episode ; nor 
quite the subtlety of Callas’s solo version. 
But the role is projected most sympathetic- 
ally for the greater part and truth to tell 
she sounds to me more interested in it than 
Tebaldi. Honours even among Lescauts 
and Gerontes. Merrill sings finely in the 
Act 2 scene with Manon. But so did 
Boriello. 


In sum, slightly less gorgeous resources 
than Decca but better schooled singing and 
a more imaginative response in the whole. 
The recording comes up with great clarity 
and brilliance on a good machine. It might 
overload a flimsy one. The best of it is 
wonderful. P. H.-W. 


v~nr eo 


SUPPE. Scenes from “ Boccaccio ”’. 
Elisabeth Roon (soprano), Walde- 
mar Kmentt (tenor), Walter Berry 
(bass), Dagmar Hermann (con- 
tralto), Laszlo Szemere (tenor), 
Vienna State Opera Orchestra and 
Chorus conducted by Anton Paulik. 
Philips NBL5026 (12 in., 33s. 114d.). 

This is only one of Suppé’s many delight- 
ful operettas which are more than overdue 
for recording. The disc, which is a hand- 
some pot pourri without speech interrup- 
tions, gets most of the music on to two 
sides. It is richly and well recorded and 
gives a good idea of the work save in one 
particular ; somehow its sparkle is not 
transmitted. There used to be a twelve 

inch 78 in the pre-war German H.M.V. 

catalogue which I think must have been by 
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come and hear your favourite 
recording in sheer luxury . 


There’s a new showroom at 90 Bond Street, fresh and gay as 
a record jacket . come and hear the new recording of 
Manon Lescaut at one 








of the playing desks ; or take a Kathleen Ferrier record — 
; her Recital of Bach Arias perhaps — into a 
luxurious little audition room to hear and enjoy it 
, on the very latest high fidelity equipment. We pride 
5 . ourselves on having what you require in our 
; ‘always available stock of over 100,000 records ’ 
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radio sets and tape recorders. 
, You’re sure to see something that will 
2 interest you. 
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Péle-Méle Musette Emile Prud’ homme 
et son Orch. Marche des Forgerons; Sous I’aigle 
double; La chaine; Passion; Berceuse Tendre; 
Du gris; Ferme tes jolis yeux; La chaloupeuse; 
Le tango du réve; Le tango de Monon; Le 
dernier tango; Fantaisie Polka; Fleche d’or; 
Auteuil; Long-champ; Reproche; 
Aubade d’oiseaux; Gracieuse; La bourrasque; 
L’entrainante; Ali Baba; La cuccaracha; Mama 
Inez; C’est la biguine; Le grand Rouquin; 
Hallelujah; Heureux tours les deux; Charleston. 
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Marek Weber and which I vividly remem- 
ber as transmitting so heady and winking a 
sense of fun that one burst into. laughter at 
ihe sheer mischief of that absurd syncopated 
soprano waltz and could hardly resist 
clicking heels at the snap of the song where 
Boccaccio gives his recipe for writing best 
sellers. (The music is as _ deliciously 
incongrous as any of Offenbach’s to such a 
subject: if you didn’t know this was about 
the Plague of Florence and the great poet 
of the Renaissance you would think it was 
some tale of gallantry among lieutenants of 
the dragoons. The song alluded to ‘* Das 
ist den Kindern klar” is pure parade ground 
swagger.) I think perhaps the conductor is 
to blame here, excessive caution—because 
it is a recording session—just taking the 
shine off this bold and jolly music. The 
actual singers are fairly good (one, Walter 
Berry we know for a fine artist) but what is 
missing is any stage sense or the sort of 
vocal acting a Schwarzkopf or an Yvonne 
Printemps puts into frivolities and makes 
them glisten. Still, in its rather too staid 
fashion the disc gives a good deal of amuse- 
ment and pleasure. P. H.-W. 


VERDI. Rigoletto. 
The Duke of Mantua 
Giuseppe di Stefano (ten.) 
Rigoletto Tito Gobbi (bar.) 
Gilda 


Maria Meneghini-Callas (sop.) 


Sparafucile Nicola Zaccaria (bass) 
Maddalena Adriana Lazzarini (con.) 
Giovanna 


Giuse Gerbino (mezzo-sop.) 
Count Monterone 
Plinio Clabassi (bass) 


Marullo William Dickie (bar.) 
Borsa Renato Ercolani (ten.) 


Count Ceprano 
Countess Ceprano 
Elvira Galassi (sop.) 
An Usher Vittorio Tatozzi (bass) 
A Page Luisa Mandelli (mezzo-sop.) 
Orchestra and Chorus of La Scala 
Opera House, Milan, conducted by 
Tullio Serafin. Chorus Master: 
Norberto Mola. Columbia 33CXS 
1324-33CX1326 (three 12in., 105s. od.). 
Cellini (11/52) (H)ALP1004-6 
Erede (1/55) LXT5006-8 
How enduringly fresh this masterpiece 
remains. Hear it a hundred times a year 
yet given a reasonably good performance, 
one is amazed all over again. Needless to 
add, with a cast like the above, this is a good 
performance and one which Gobbi and 
Callas fans will leap at. Pity the critic then 
who must make some cool observations on 
what is in the main a highly pleasurable 

and heart-warming experience. 


This is the third LP Rigoletto to appear 
here and not necessarily the last. It out- 
classes Decca’s lusty set, but is not in my 
view as elegantly sung as the Cetra set not 
yet issued in England, which boasts lovely 
singing (on rather rough surfaces) from 
Pagliughi, Tagliavini, most aristocratic of 
dukes, and Taddei. The present issue’s 
strougest competitor is the “ American ” 
H.i.V. issue of November, 1952, which is 
clearly recorded, efficient and lively, under 
Celi:ni, and possesses a beautifully tuned 


Carlo Forti (bass) 


The GRAMOPHONE 


and stylish Gilda in Erna Berger, besides 
much sturdy ‘singing from Peerce and 
Warren. 

The present recording has one or two 
recessive places, a certain “ milk-juggy ” 
resonance once and some indifferent balance 
in one choral episode, but the balance in 
some difficult ensembles, i.e. the quartet, is 
actually truer than on H.M.V. and all in 
all, supposing that your reproducer is a 
good one, you should receive a thrilling 
impression of what no doubt was a pretty 
exciting performance. The excitement 
comes more from the singers than from 
Maestro Serafin, who is stately and 
** classical’? and does not, for instance, 
make your heart miss a beat at the attack 
on ‘** Cortegiani vila razza!”. Nor can 
I pretend that the jolly syncopated 
courtiers’ chorus in Scene III is anything 
like as well done as it was on H.M.V. by 
the Shaw Chorale (“ Scorrendo uniti” 
up to the usual cut). 

The three soloists on which all finally 
depends do not, be assured, serve us up 
“just another Rigoletto”. All seem bent 
on extracting the last drop from the famous 
score. Yet, cussed as are the ways of art, 
the result is not in some ways quite what I 
believe is wanted. It seems monstrous to 
blame singers for taking too much trouble, 
after so much railing at them for taking it 
easy too often: yet one cannot resist saying 
that Mme. Callas as Gilda and Signor Gobbi 
as her father make rather heavy weather 
of that marvellous second scene. She misses 
the virginal, blithe insouciance of the girl, 
he breaks up, as for critical. examination, 
music which is nothing if not spontaneous. 
Just previously we have been deciding of 
his “‘ Pari siamo ”’ that it is Shakespearean ; 
but the sense of effort and calculation in the 
father-daughter encounter, “‘ Or son tre 
lune ” and “‘ O veglia donna questo fior ”’, 
to my ear are less effective dramatically 
than many a less musical pair have been. 
Left alone with Giovanna, Gilda then has 
that wonderful foretaste of Violetta 
(“* Giovanna, o dei rimorsi”’, etc.). Here 
Callas suggests the great lady Leonora of 
Trovatore'! whereas Berger hit off to a tee 
the wondering girl Gilda—and also with a 
steadier, simpler curve of voice than 
Callas’s marvellously calculated arch of 
sound. When Di Stefano bounces in, the 
temperature goes up sharply. If this duke 
is not anything like as sweet-singing as 
Tagliavini at his wooing, he outclasses both 
Peerce and Del Monaco, and would get 
very high marks save that when he does 
bring off a fine drawn decrescendo his tone 
clouds right over (bad luck and it might 
have been worth a repeat recording). Such 
little flaws just keep this ardent duke out of 
the first flight: one climactic note in the 
first verse of *“‘ La donna é mobile ”’, for 
example, is not so perfectly in tune that 
we do not wince at the idea of it coming 
round again (the second verse is quite sure 
however). Probably his quartet and his 
**Parmi veder le lagrime” are his best 
moments ; and the brutal little laugh in 
the first scene certainly gives us the char- 
acter even if “ Questa o quella” is rather 
coarse. However in the first duet with 
Gilda the team Callas-Di Stefano, about 


361 


which so much has been written, are well 
up to form and the “ Addio, addio”’ is 
highly exciting, if less naively charming 
than some versions, with both singers 
indulging in high-powered “ tops ”’ at the 
end. 

On the subject of top notes, and high 
alternatives in Rigoletto, let me not be 
thought greedy for sensations. But where 
the high version is more effective, I do 
prefer it. There is perhaps rightly no high 
D flat end to the quartet here, the “ Ven- 
detta’’ arrangement in Scene III gives 
Gilda a six-four only; but at the end of the 
opera, the 'ast Maledizione, Gobbi keeps to 
the low version (unlike Warren and Protti, 
who go high, with greater effect I allow). 
Generally Callas’s lightening and fining of 
her voice and also keeping it much steadier 
than usual, though not always eliminating 
that cupped up hooty tone, seems bent on 
showing restraint—her death is lovely. But 
her “‘ Caro nome ”’ is all the same a much 
more elaborate and prima donna-ish affair 
than Erna Berger’s. Not that she ever sounds 
bored or perfunctory ; quite the contrary, 
a world of significance invests every 
syllable of the wonderful old aria. But 
where Berger (or Melba, whose verdict on 
Callas here I would give the world to hear !) 
opted for simplicity, Callas embroiders 
with extra trills and also that cadenza with 
the “ bird tweetings”’ at the top which 
always seems to me to hold up the dreamy 
flow of the aria and so to spoil it (Berger 
trills only and goes on straight into the 
** Gualtier Maldé ” tail-off). Nevertheless, 
as usual, some features of the agility of 
Callas’s *‘ Caro nome ”’, the glissandi and 
the span of some phrases on a single 
breath where an ordinary canary leggiero 
would merely peck, are so striking that, 
once heard, this rendering is never likely 
to be forgotten. 

Judging him by his best, which is a very 
high standard indeed, I have to confess to 
finding Gobbi’s Rigoletto a shade less 
impressive than imagination had led me to 
expect. He acts with his voice beautifully 
especially in the “‘Piangi’’ duet where he and 
Callas show for finer artists than the 
conductor, but something elemental is only 
“suggested”’ tentatively and by artifice which 
fails to conceal the art used to convey it. The 
scene with the courtiers from “* Lara, lara”’ 
onwards and the “ sack ” duet (the death 
of Gilda) exhibit a few dense patches in his 
compass where the tone sounds less 
naturally produced and less young and 
generous than Warren on H.M.V. and, as 
I said before, there is this tendency to 
labour phrases which, with a_ perfect 
cantabile, should “ sing themselves ’’. But 
it may simply be that I was expecting too 
much, after his masterly Death of Posa in 
Don, Carla; the total effect of Gobbi’s 
performance, I must make plain, is very 
noble. Perhaps with a subtler conductor, 
the cardinal “ flow ”’ which is so important 
an element in a really great Rigoletto would 
have come forth more strongly. But these 
are hypercriticisms ! 

All the small parts are well done: a 
sinister Sparafucile, a nurse and a Mag- 
dalena who do not hoot, and a Marullo 
who can act—O, it is altogether a very 
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exciting business, even though, inevitably, 
there are holes to be picked and com- 
parisons—especially with H.M.V.—to be 
mulled over. There is one awkward turn- 
over in Scene II. P.H.-W. 


CLASSICAL REISSUES 


Vocal 

H.M.V. 7ER5059 catches one of the best 
parts of Victoria de los Angeles’s Marguerite 
and Gedda’s Faust: the love-duet from 
Act 3, starting at “II se fait tard ’’, going 
through the daisy-picking, to “O nuit 
d’amour ”’, but then stopping short, alas, 
before the final stretto of the duet. All this 
is very well recorded, and attractively sung. 
But Gedda (both in this Faust and in other 
recordings) has an odd way of pronouncing 
-er (in words like enivrer), giving to them an 
ee sound. On the reverse we have the Entry 
of the Soldiers (“‘ Déposons les armes ”’), 
the snatch of conversation between Valentin 
and Siebel (left anonymous; the singers 
are actually Jean Borthayre and Martha 
Angelici), and then the Soldiers Chorus, 
from Act 4. This side is rather less well 
recorded. 

Last time that I suggested in these 
columns that Renata Tebaldi could be less 
than perfect, I received a letter of violent 
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abuse from Liverpool; now no doubt I 
will get another, for daring to opine that in 
Act 1 of La Traviata she makes less than 
elegant going of “‘ Sempre libera ”’, that a 
snatch of very plebeian-sounding laughter 


is out of place, and that the final coloratura 
is unconvincing. “Ah! fors’ é lui” is 
more appealing, but we must turn over the 
disc, which is Decca LW5210, to hear 
Tebaldi at her best, reading the letter and 
singing ‘‘ Addio del passato”’ in Act 4. 
These are from the complete Decca 
recording ; and there is also an air from 
the complete Manon Lescaut on each side: 
the coquettish “ L’ora, o Tirsi”’ in which 
Manon archly shows off before her audience 
of “‘ gentlemen and abbés’”’, and “ Sola, 
perduta, abbandonata ” from the last act— 
both of them beautifully done by Tebaldi. 
Decca 71116 extracts from Anton 
Dermota’s mixed-bag recital on LXT2592 
the best item in it, “‘ Dies Bildnis ” from 
Die Kauberfléte, sung in a style at once 
properly robust yet lyrica] (the best version 
available at the moment, in fact), and the 
Sonnet from Richard Strauss’s Capriccio. 
This makes one hope that a complete 
Capriccio, preferably with Schwarzkopf as 
Madeleine, cannot be too long delayed ; 
for this ‘‘ Conversation Piece” is ideal 
gramophone fare. A.P. 





NIGHTS AT THE 


By W. A. 


In September, 1954, I reviewed a group of 
Decca records in the Music of Africa series 
during which I drew attention to awards to be 
made each year by the Dr. Tom Osborne 
Memorial Trust for the best recording of native 
African music. Among the records I then 
reviewed was one containing eight of the prize 
winners for 1952. Twenty prize winners for 
1953 are now offered on LF 1224 and 1225 but so 
far I have only received the second of the two 
discs. As might be anticipated of the ten items 
on this record six have been recorded by the 
indefatigable and apparently inexhaustible 
Hugh Tracey, the Director of the International 
Library of African Music. These include dances 
and songs from Kenya, Tanganyika, Mozam- 
bique and Basutoland. The Central African 
Broadcasting Corporation are responsible for 
the other four, three of which come from 
Northern and one from Southern Rhodesia. 

Some instruments that I do not remember 
to have heard before are introduced, including 
the Kalumbu bow, a one string bow resonated 
by a calabash which is held against the body 
to vary the sound, the Orotu lute and the 
Mulanzi flute. It would be idle to pretend 
that this is a record for everybody but those 
interested at all are likely to be fascinated. My 
own favourites are “ Awu mungoya”’ (Gogo 
tribe) which as the excellent sleeve note points 
out has a vague affinity with Gregorian chant, 
** Muka Nakayongo”’ (Tonga tribe), a drink- 
ing song, and “‘ Monene Kobo” (Southern 
Sotho tribe), a work song sung during the 
operation of softening hides, the singers pulling 
and twisting the skins in time with the music. 
The quality of the recording varies a little as is 
inevitable when the tapes were made under 
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varying conditions but is extraordinarily good. 

Another record in the same series will have a 
wider appeal for it contains five traditional 
stories from the Fort Victoria district of 
Southern Rhodesia told and sung by Hugh 
Tracey (LF1174). So far as it is possible 
Mr. Tracey has translated these into English 
but occasionally, particularly in the songs, the 
original defies translation and when this is so 
the original words are used and they are 
followed by a brief translation or explanation. 
This is a thoroughly enjoyable record and will 
appeal to children as well as adults. The 
stories are “‘ The Great Babboon ”’, who saves 
a girl from cattle thieves; ‘“‘ The Snake who 
bit a Girl’’, thereby making a lot of trouble 
for himself; ‘“‘ The Lion on the Path’’, from 
whose jaws a man and his wife were saved by 
music and the timely intervention of a rabbit ; 
*“* The Bird of the Valley ’’, who turned himself 
into a young man; and “ Tsimbarumi the 
hardened Bachelor’’, who ultimately found 
himself so many wives that in gratitude he 
shared his good fortune with his friends ! 

Lionel Salter discussed several Spanish 
records last month and one that I now have 
would doubtless have been included among 
them had it been available in time. It is A 
Night in Granada by Carbonerillo de Jerez 
and Andres Conde with Paquito Espinosa 
on the guitar (Felsted SDL86030). I can do 
little but re-echo Mr. Salter. Obviously there 
must be people to whom the stamping of feet 
and clapping of hands, with a modicum of 
singing of sorts, appeals, but we neither of us 
seem to have met one. I hoped for some 


instruction from the sleeve note but after 
generalising about the evolution of Cante Hondo 
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and Cante Flamenco the anonymous author is 
content to opine that “ to describe the content: 
of this record would be useless, for the fina! 
understanding must remain with each individua! 


listener’. My own final understanding is tha‘ 
the whole thing smacks of whatever may be the 
Spanish equivalent of Charing Cross Road and 
Shaftesbury Avenue. 


Popular Concert No. 2 by the London 
Symphony Orchestra under George Weldon 
contains a curiously assorted mixture (Col. 
33SX1045). On the first side are Handel’s 
Overture in D minor in Elgar’s lush arrange- 
ment, the ** Arrival of the Queen of Sheba ’”’ 
from Solomon, the March from the Occasional 
oratorio and Bach’s universally beloved Air 
from Suite No. 3 (the “ one on the G string ’’), 
and Gavotte from the Sonata No. 6 in E. An 
impeccable choice in that most people who want 
any of these are likely to be glad to have the 
others as well. But I am not so sure that they 
will necessarily appreciate Sullivan’s Di Ballo 
Overture, Elgar’s Chanson de Matin and 
Tchaikovsky’s Marche Slave which occupy 
between them the other side. Many mixed 
programmes can be very welcome in a concert 
hall but to tie them together permanently 
on a long-player is a different cup of tea. | 
found it necessary in places to cut off a good 
deal of top to tame the ferocity of the higher 
strings. The best played and best recorded are 
I think Elgar’s delicious trifle and Tchaikovsky’s 
gorgeously coloured march in which the gong 
at the end is terrific. The latter may not be the 
best of Tchaikovsky but surely it is ideally 
suited to the purpose for which it was written 
and is far better than most occasional music. 


A more homogeneous collection is that 
selected by Arthur Fiedler and the Boston 
Promenade Orchestra on H.M.V. CLP1065. 
When he plays Johann Strauss I prefer Mr. 
Fiedler in the polkas rather than in the waltzes 
and when he plays waltzes I like him better in 
the more brilliant ones of Waldteufel than in 
the more leisurely ones of Strauss. And this is 
just what we have here. On one side are the 
six polkas “ Brautschau’’, “ Furioso’’, ‘ Im 
Krapfenwaldl ’’, “ Im Sturmschritt ’’ and two 
from Ritter Pdsmén and Fledermaus respectively 
and on the reverse are “ Estudiantina’’, 
‘“‘ Espana ”’ and “ Trés jolie’’. I like everything 
about this record, music, playing and recording. 

At the head of my new 45EPs is Kostelanetz 
and his Orchestra in the Barber of Seville 
Overture and the Rosenkavalier Waltzes (Philips 
NBE11001). Every ounce of sweetness is 
extracted from the latter and a comparison 
of the former with the Toscanini record is 
interesting and instructive. The approach here 
is entirely different but undeniably effective. 
The recording is first class. 

There is sweetness aplenty too in a couple of 
Decca 45EPs by Mantovani and his Orches- 
tra called Album of Favourite Melodies from the 
Operas—Nos. 1 and 2 respectively (DFE6318 
and 6322). Here are Puccini, Mascagni, Bizet, 
Wagner, Verdi and Flotow, mostly in the 
conductor’s own arrangements, many of which 
I find agreeable, although I am not at all 
enamoured of the fireworks in which the 
Habanera from Carmen is camouflaged. A 
similar record is DFE6320 on which are Four 
English Folk Songs played by Robert Farnon 
and his Orchestra. The songs are “ British 
Grenadiers ”’, ‘* Lincolnshire Poacher ”’, ‘‘ Early 
One Morning ”’ and “ Strawberry Fair’’. The 
arrangements, by whom is not stated, are 
pleasantly piquant. 

The new 78s are not very exciting. ‘‘ Royal 
Review” was always rather a dull march even 
before it became hackneyed by constant 
repetition as the signature tune of the B.B.C. 
T.V. Newsreel. ‘‘ Cockleshell Heroes ”’, which 
occupies the reverse of H.M.V. B1og938 (or 
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LEAK TL/I0 
AMPLIFIER and POINT-ONE PRE-AMPLIFIER 

A high-fidelity amplifier at a price that all can afford, 
the Leak TL/10 follows in the tradition of precision 
engineering and fine appearance which made the 
TL/12 famous. With a frequency response of 20- 
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of our large stock of Amplifiers 





You can see them and hear them at 


This fine equipment is always on demonstration together 
with other high fidelity oy eg ~t Pamphonic, 
Rogers, Armstrong, Goodman, Leak, II, Tannoy, r 
oo . ° 20/22 High Street 





AMPLIFIER and PRE-AMPLIFIER 


Several exclusive and entirely new features 
incorporated in the design and construction of 
the new RCA High-Fidelity amplifier result in 
a performance giving “‘ new realism to recorded 
music”. It can be used successfully with any 
existing home audio system or with most high- 
quality audio equipment. Price 48 


ns. 
com plete. 
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PAMPHONIC 1003 
AMPLIFIER & PRE-AMPLIFIER 
Everything the discriminating 
music-lover needs for near perfec- 
tion control and performance— 
all on one complete chassis. 
Separate bass, treble and volume 
controls as well as separate inputs 
for AM-FM tuners, tape re- 
corder, microphone and gramo- 
phone, utilising all well-known 


20,000 c/s and an output of 10 watts it is moderately pickups. Auxiliary output for monitoring purposes or for feeding tape 
priced at 27 gns. complete. recorder. Price 27 gns. complete. 
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and Pre-amplifiers 





= 

PAMPHONIC 1002 AMPLIFIER & CONTROL UNIT z 
Provides 25 watts of faithful reproduction from 1 to RD JUNIOR AMPLIFIER and CONTROL UNIT = 
100,000 cycles. Hum and noise are more than 90db Designed to meet the requirements of the average domestic high fidelity = 
ell gg age Mg ay by 4 _ Bay Paper ey system, no other amplifier has all these features: simplified pickup = 
The control unit features pre-amplifier, inputs for matching—two radio inputs—‘ C ” core lamination material—impedence = 
AM-FM tuners, tape recorder, microphone and plug speaker matching—tape record and replay jacks—independent = 
SS by a geese Py Beg variable low pass filter—presence plug—‘t U.L.” output stage push-pull = 
treble controls. Price 40 gns. EL84’s—two years guarantee. Price £26 = 
complete. complete. = 


Musicraft 





Southall ° Middlesex 


Tel. : SOUthall 3828 Opposite Town Hall : Buses 83, 105, 120, 607 : Western Region Trains 
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NEW SUPER 3 


Early report on 
Improved H.F. unit 
for frequencies 
above 3,000 c/s. 





SPECIFICATION 

Weight 2 lb. 13 oz. 

Diameter 38 in. 

Cone Diameter 2% in. 

Baffle Opening 3 in. diameter. 
Flux Density over 13,000 gauss. 
Total Flux 54,000. 

Power Handling Capacity 5/6 
watts above 1,000 c/s. 

Weight of cone and coil assembly 
14 grammes. 

Impedance 2/3 or 8/10 ohms. 
Price £6.19.11, 

including Purchase Tax. 
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The Super 8/CS and Super 8/CS/AL 





Alcomax III magnet. 

Flux density over 13,000 gauss. 
Total flux 54,000 lines. 

Super 8/CS supplied with speech 
coils impedances 2/3 ohms or 
12/15 ohms. 

£6.19.11, including Purchase Tax. 
Super 8/CS/AL with speech coil 
2/3 ohms or 8/10 ohms only, 
£7.6.11, including Purchase Tax. 


The Super 8/CS is an ideal middle speaker in 
three-way systems, and also gives excellent 
results as a single speaker with cabinet or 
baffle mounting. The Super 8/CS/AL is 
recommended as the treble unit in a two-way 
system, and also for use as a single speaker 
in reflex enclosures where the improved HF 
response from the aluminium voice coil is an 
advantage. 


Whartedale 


WIRELESS WORKS LTD 


IDLE - BRADFORD - YORKSHIRE 
Telephone: IDLE 1235/6 (2 lines), Telegrams: Wharfdel, Idle, Bradford 
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TAPE RECORDER 


* The total hum and noise at 74 inches per 
second 50-12,000 c.p.s. unweighted is better 
than 50 dbs. 

* The meter fitted for reading signal level 
will also read bias voltage to enable a level 
response to be obtained under all circum- 
stances. A control is provided for bias 
adjustment to compensate low mains or 
ageing valves. 

* A lower bias lifts the treble response 
and increases distortion. A_ high bias 
attentuates the treble and reduces distortion. 
The normal setting is inscribed for each 
instrument. 





The amplifier, speaker and case, with detachable 
lid, measures 8} in. by 22$ in. by 152? in. and 


weighs 30 Ib. 
PRICE, complete with WEARITE TAPE 
ahinnidinennnndinumennnnneieniae wenn £84 0 0 


POWER SUPPLY UNIT to work from 12-volit 
Battery with an output of 230 v., 120 watts, 
50 cycles within 1%. Suppressed for use with 
Tape Recorder. 

PRICE......... ennieaeNale cnemninne £18 00 





* The distortion of the recording amplifier 
under recording conditions is too low to be 
accurately measured and is negligible. 

* A heavy mu-metal shielded microphone 
transformer is built in for 15-30 ohms 
balanced and screened line, and requires 
only 7 micro-volts approximately to fully 
load. This is equivalent to 20 ft. from a 
ribbon microphone and the cable may be 
extended 440 yds. without appreciable loss. 
* The 0.5 megohm input is fully loaded by 
18 millivolts and is suitable for crystal P.U.’s, microphone or 
radio inputs. 

* A power plug is provided for a radio feeder unit, etc. 
Variable bass and treble controls are fitted for control of the 
playback signal. 

* The power output is 3.5 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 
ing purposes. 

* The playback amplifier may be used as a microphone or 
gramophone amplifier separately or whilst recording is being 
made. 

%* The unit may be left running on record or playback, even 
with 1,750 ft. reels, with the lid closed. 


3-WAY MIXER AND PEAK PROGRAMME METER 


FOR RECORDING AND LARGE 
SOUND INSTALLATIONS, ETC. 


One milliwatt output on 600 ohm line (0.775V) 
for an input of 30 micro-volts on 7.5-30 ohm 
balanced input. 

Output balanced or unbalanced by internal 
switch. The meter reading is obtained by a 
valve voltmeter with | second time constant, 
which reads programme level, and responds to 
transient peaks. Calibration in 2 db steps, to 
plus 12 db and minus 20 db referred to zero 
level. Special low field internal power pack 
supplies 8 valves including stabilising and 
selenium rectifier, consumption 23 watts. 





. Manufactured by 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S.W.19 


Telephones: LiBerty 2814 and 6242-3 


Telegrams: ‘‘ Vortexion, Wimble, London ’”’ 
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45-7M351), is much livelier and is also more 
briskly played and better recorded. The band is 
that of the Royal Marines School of Music 
conducted by Lieut.-Col. F. Vivian Dunn. 

Somewhat similarly, but in reverse, Munn 
and Felton’s Works Band under Harry 
Mortimer is happier in Eric Ball’s arrangement 
ef Sir Walford Davie’s ‘‘ Solemn Melody”’ than 
the amusing trifle “‘ Leaps and Bounds”’ which 
needs lighter and defter handling to be com- 
pletely successful (Col. DB3706). 

Three new Salvation Army records are 
issued under the Regal-Zonophone label. All 
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are played by the Kettering Citadel Band, 
a very good band with a nice fat bass and an 
excellent middle and which would be even 
better with a bit more brightness at the top. 
The Minuet from Berenice in a nicely judged 
performance is backed by a brisk but very 
conventional march “ Crown of Conquest ”’ 
on MF3096; “ Lift up your Heads” from 
Messiah, arranged in commendably simple 
style, is backed by a very good march “ Salute 
to America”? on MF397; but “Rays of 
Sunshine’ drools on and on in sentimental 
and prosaic fashion on MF398. 





MISCELLANEOUS 
AND DANCE By “HARLEQUIN” 


45 r.p.m. numbers are given where applicable for 
E.M.I. Group titles, whilst an asterisk indicates 
availability at 45 r.p.m. on the Decca Group labels. 
45 r.p.m. numbers for the latter Group are the same 
as the 78 r.p.m. numbers with the addition of the 
prefix ce 45 aad 

A slack month ; plenty to hear but precious 
little worthy of comment. However, there is 
a new sound, and paradoxically it is new just 
because it is as musicianly as some of the 
wonderful old sounds produced by _ those 
immaculate pre-war bands, e.g. the New 
Mayfair Show Selections. This particular 
sound is made by Johnny Douglas on a 12 
inch Decca (LK4132) playing ‘‘ Cheek to 
Cheek’, being a collection of numbers by 
Jerome Kern, Irving Berlin, George Gershwin 
and Cole Porter. These are all beautifully 
arranged, the whole record is as fresh as a 
daisy and makes a welcome change from massed 
strings, choirs and all the other gimmicks. 
Though banded, there do not appear to be any 
breaks between numbers, and the selection has 
obviously been made so as to play straight 
through. This is the most enjoyable thing of 
its kind to come my way for a long time and I 
commend it to all those who are sick to death 
of the ugliness of modern modes. I send to 
Mr. Douglas, who has for long been known 
purely as a background to vocalists, my warmest 
wishes for a successful future. 

A less whole-hearted welcome goes to Roger 
Williams, a new pianist, who after the usual 
effort of making Autumn Leaves sound like the 
Tchaikovsky B minor Concerto with cascades 
of notes against massed strings plays a little 
charmer called Take Care. This is rhapsodic 
and is in no sense “ popular”’. It would be 
interesting to speculate on what any of my 
learned colleagues would have said about this. 
It is unaccompanied (the label states “ with 
orchestra ’’) and reminds me of the Liszt of the 
Berceuse or even the Benediction. If this record 
sells at all it will doubtless do so on Autumn 
Leaves ; nevertheless it might be worth experi- 
menting with instrumental soliloquies of this 
kind. (London HLU8214*). 

My third record is of the versatile Stanley 
Biack. But let it be said first that Mr. Black 
and Edmundo Ros are again each responsible 
for no less than three 12-inch LPs each of 
Latin-American music; six hours of it. And 
of course there are plenty of others contributing 
to this continuous orgy. As for Mr. Ros, I 
note the word “ good’’, and admirers may 
rest assured that his three records are exactly 
what you would expect—efficient, smooth and 
enhanced by the leader’s own exuberant 
vocalism. Titles are: ‘‘ Album of Sambas”’ 
(Decca LK4110), ** Album of Latin Melodies ”’ 
(.K4104) and ‘* Album of Boleros and Baiaos ”’ 
(LK4111). The bulk of the individual titles 


have suitably exotic names, and the com- 
positions of Lecuona are naturally prominent 
in all these collections ; but we are beginning 
to scrape the bottom of the barrel when we 
find Yankee Doodle Samba, John Peel Samba (a 
nice trumpet here), The Nursery Samba and 
Choo-Choo Samba, while the ‘* Latin Melodies ”’ 
include Valencia (fair enough and indeed 
overdue for revival) and Toselli’s Serenade, 
which will hardly pass. Mr. Black’s records 
are: “ Carnival in the Sun ”’ (Decca LK4108), 
“Festival in Costa Rica”? (LK4109) and 
“Cuban Moonlight”? (LK4115). It is this 





THE MONTH?’S CHOICE 
Johnny Douglas Decca LK4132 


Stanley Black Decca LK4115 
Roger Williams London HLU8214 
Arthur Smith MGMg3078 
Larry Adler Columbia DB3709 





last that is the winner, for standing out against 
the clatter is the glitter of Mr. Black’s solo 
piano. Here is invention and a nice decorative 
style. He has also inspired his drummer to 
some five seconds of patter that is as surprising 
as the last bars of Ravel’s Bolero. ‘* Carnival 
in the Sun”’ (what about a Carnival in the 
Isle of Wight for a change ?) includes the 
Cactus Polka, Flamingo, The breeze and I (which 
he repeats under the original title of Andalusia 
in the Costa Rica album) and Albeniz’ Tango. 
The Costa Rica selection also includes the 
Mexican Hat Dance, Siboney, which Kostelanetz 
included in his very first English record and 
just about the first of these concoctions, and 
which Mr. Black also includes in his Cuban 
selection, as well as Lecuona’s Malaguena. It 
is only fair to point out that there is some 
duplication and overlapping in these various 
records, but to elucidate further would be 
worse than disentangling “The Ring” at 
Sunday School. ‘“* Cuban Moonlight’ in- 
cludes Frenesi and Perfidia, with the wonderful 
soft percusive effect, and two of Mr. Black’s 
own compositions—Vostalgia and Hold me close 
tonight. While on the subject of titles, Cherry 
Pink and Apple Blossom White comes out charm- 
ingly as Cerisier Rouge et Pommier Blanc in the 
Ros Album of Latin Melodies. Now all we 
need is the Firebird Samba ! 

** Enchanted Tangos’’ is the title of another 
12-inch LP by Bela Sanders on Telefunken 
LGX66045. While welcoming this label here 
I cannot honestly recommend this; _ the 
recording strikes me as inferior and the playing 
as dull beyond endurance, even after six hours 
of similar rhythms. Incidentally if this column 
continues to get less and less ‘* miscellaneous ”’ 
we shall have to think about another title, but 
hope springs eternal. 


363 


Reverting to more normal diversions, Man- 
tovani has a quiet, restful record with some 
wide dynamic contrasts. “‘ An Album in Waltz 
Time” contains late twenty-ish mumbers 
(Diane, Babette, and so on) on Decca LK4105, 
and Charlie Kunz plays 37 tunes on LK4131. 
This Piano Medley of “ Old Time Music Hall 
Songs”’ is naturally subdued, and TYa-Ra-Ra- 
Boom-de-ay is not exactly a piano solo! On the 
other hand Kunz’s soft-shoe style is 
admirable for Leslie Stuart, whose songs 
always stand out head and shoulders above the 
rest in any such collection, but then he was a 
natural musician of style. The juxtaposition 
of After the Ball and Two little girls in blue is 
clever. Coincidence? I wonder. Decca 
Showcase No. 4 (LF1244) brings together 
Dickie Valentine, Joan R tovani, 
Jimmy Young, David Whitfield, Winifred 
Atwell, Vera Lynn and Billy Cotton 
(Friends and Neighbours—not ’arf). The Voice 
of Your Choice, believe it or not, is Tony 
Bennett on Philips BBR8051, Lita Roza has a 
smart accompaniment for her LP from Tony 
Kinsey (“ Listening in the After Hours ’’—a 
terrible temptation to write “the Difficult 
Days ’’—Decca LF1243), and that brings us 
to the man of the month—David Crockett, 
King of the Wild Frontier—and Congressman 
to boot. 

Were it not for the fact that the story of 
Davy Crockett is true it would be difficult to 
take it seriously. The 12-inch LP from the 
sound track of the film is so naive as to be 
worth a place on ITV. Those who want a 
souvenir of the film must have Philips BBL7053. 
This is kid stuff with a vengeance, and the 
sleeve is worth reading. If you cannot afford 
this, there are two short extracts, comprising 
the hit song and the Farewell on Philips PB534 
sung by Fess Parker, who plays Davy. Other 
records of the song are by Burl Ives, a natural, 
on Brunswick 05510*, Dick James on Parlo. 
R4117/45-MSP6199, (Mr. James brings in the 
Old World to redress the balance of the New 
by backing this with Robin Hood—hurrah !), 
Max Bygraves on H.M.V. POP153/45-7M357 
(you can hear every word), Ronnie Ronalde 
(Col. DB3705/45-SCM5214), Garry Miller 
(Nixa N15020) and, perhaps best of all, The 
Arizona Boys’ Choir on Col. DB3707/45- 
SCM5214). These children are right in the 
picture, and sing the story as children would— 
without affectation and with simple pride. 


After last month’s flood of EPs, there is only 
a trickle. Sammy Davis on Bruns. OEg191 
includes Stan’ up and fight, which is the Torea- 
dor’s Song from “ Carmen Jones’’, Freddy 
Randall is invigorating in “ Riverboat 
Session’? on Parlo. GEP8557 (this includes 
Memphis Blues), Joel Herron brings together 
some tunes from “ The Wizard of Oz”’ for the 
children on M.G.M. EP541, The Fontane 
Sisters are efficient and include a rare vocal 
of Royal Garden Blues on London RED1037, 
Eddie Peabody is “ The man with a banjo”’ 
on RED1034 (an interesting St. Louis Blues, but 
otherwise another twanger), The Joe Daniels 
Jazz Group give St. Louis Blues a rollicking 
finale, which is all wrong but fun, and also 
include Talking Drums in “ Dixie by Daniels ”’ 
on Parlo. GEP8545, the Anna Neagle “King’s 
Rhapsody ”’ film numbers are collected on 
GEP8553, and there is an Al Jolson Memorial 
on Bruns. QEg159. These songs are all by 
Irving Berlin, but To my mammy is not the 
mammy we remember him by. ‘“ Lady Day 
Vol. 1” is a collection of songs by Billie 
Holiday. Miss Holiday used to have a follow- 
ing next door among connoisseurs—a_ sophisti- 
cated baby voice with a pecking accompaniment 
(OE9172). Mitch Miller, Frankie Laine, 
Roy Hamilton and Somethin’ Smith are 
brought together on Philips BBE12021 (this 
is from last month’s LP), and David Hughes 
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sings on BBE12020. Lastly Slim Whitman’s 
** Song of the Wild” includes an Indian Love 
Call which is presumably in character (London 
REU1042). 

The following are also worth consideration : 
Carmen McRae has style and the right 
accompaniment on Bruns. 05502*. This will 
make you laugh is certainly no laughing matter. 
The month’s most cryptic title is undoubtedly 
Tamboo, which is described as “ Montuna in 
E minor ’”’. It is written by Francisco Cavez, 
whose own record of Arrivederci Darling gives the 
old weepie a new lift—quiet playing in contrast 
to most Continentals. (Parlo. R4123/45- 
MSP6205.) Tamboo is played by The Ameri- 
can Symphonic Band of the Air, directed 
by Dr. William D. Revelli. This is all very 
grandiose, but does not really mean very much 
in terms of performance. However, the backing 
is a pleasant enough El Relicario, of which we 
needed a new record (Bruns. 05503*). Gary 
Crosby’s Give me a band and my baby is a good 
burlesque of this number (05496*) and Danny 
Kaye’s Happy Ending is a reasonable fill-in 
number on 05499*. Is not Mr. Kaye the U.S. 
Ustinov? Peggy rane follows up her 
** The Buccaneer ”’ with “‘ The Pajama Game ”’ 
on Decca F10658* and with orchestra plays an 
arrangement of the Can-Can from Offenbach’s 
** Orpheus in the Underworld ”’ and a piece of 
her own called Starlight Tango on F10660*. A 
bit late for Christmas, but worth noting, is a 
Fingle Bells by the Four Aces on Bruns. 05504*. 
This has a lilt and a rather charming accom- 
paniment. 

There is a most interesting record of the 
ubiquitous Malaguena of Lecuona by Larry 
Adler on Col. DB3709/45-SCM5217, backed 
by Riff, and a new name is Penny 
singing two of his own numbers called Wham ! 
Bam! Thank you ma’am and Bloodshot Eyes. This 
sounds just like a regular guy giving us a song 
(Parlo. R4120/45-MSP6202). Ambrose re- 
vives Deep Purple and Lilacs in the rain on 
M.G.M. 877/45-SP1151. Ambrose has prob- 
ably never made a bad record in his life, but 
there is a trace of a muddle here. For him, 
nothing but the most impeccable performances 
should be good enough. During the Valencia 
eraze I always preferred Barcelona. Sheer 
perversity I suppose, but anyway Tolchard 
Evans’ old number is here again played by 
David Rose on M.G.M. 878/45-SP1152. 
Strange to have both these this month after 
so many years. Debbie Reynolds, who once 
ran away with this column, sings The Tender 
Trap from her film on M.G.M. 881/45-SP1155. 
This is really no more than ordinary, made 
more so by a “ rhythm and blues ”’ ending and 
a repetition to fill out the side. Tuxedo Function 
is revived by The Three Harmonicaires 
with a plodding Jazz Pizzicato Boogie on Parlo. 
DP502, and Ricardo Santos has an overblown 
Autumn Leaves and Parlez-moi d’amour on Polydor 
BM6007. The latter tune might be described 
as a debased Plaisir d’amour—an innocent 
minstrel who has got himself into a nightclub. 

“Sing it with Joe” should not call for 
comment, but surely even Joe Henderson can 
think out his records. Does he honestly think 
that The Mountains of Mourne is a suitable 
number for a jangle piano ? And those phoney 
cheers at the end of each side ? Sixteen Tons is 
an original song. It is a good song, and gets 
a good recording from Michael Holliday on 
Col. DB3714/45-SCM5221, who I think beats 
Frankie Laine (Philips PB539) by a short 
head. Love and Marriage is a pleasant ditty, 
pleasantly put over by Confrey Phillips on 
Col. DB3716/45-SCM5223. Eve Boswell and 
Jo Stafford are first with Young and Foolish 
from the new Drury Lane show “ Plain and 
Fancy’’. Not much of a song, but we must 
wait to hear it in context. Boswell on Parlo. 
R4126/45-MSP6208, and Stafford on Philips 
PB538. 
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Two Polydor 78s are notable for the length 
of playing time. Helmut Zacharias is a 
virtuoso violinist, if a bit fierce, in Violin Boogie 
and Violin Samba (BM6009). By the way, what 
would the old craftsmen of Cremona think of 
the violin being used in this way ? We had 
better pass hurriedly on to the next question, 
which is why Kurt Edelhagen chooses 
Tenderly for a big band record. This and 
Hawaiian War Chant are big, bold and brassy, 
and extremely competent. (BM6008). On the 
other hand Jack Parnell is delicate and 
inventive in East meets West, a good idea well 
carried out on Parlo. R4127, with a rip-roaring 
Sugarfoot Stomp, welcoming the 1956 Super 
Rhythm Style Series. 

An accordion duo called The Hodlars 
have a record of Waltz Favourites. These are 
all foreign titles, and are hardly likely to be 
“‘ favourites’? here. The playing is stolid, but 
one of the tunes is Lustige Bruder, the famous 
introduction music for Albert Whelan, who 
should re-record some of his successes—even 
The Three Trees would be welcome from him 
(Col. DC707). Arthur Smith’s guitar record 
is quite a charmer. Boomerang and Guitar 
Boogie are fast numbers, but the player gets 
variety into his performances, and if he is no 
Reinhardt his record should please most 
(M.G.M. 3078). A good mark for Ken 
Mackintosh, who has so often made a lot of 
noise, but who now makes music in Start 
Walking, which sounds like a modern version 
of the Hesitation Waltz, and Curtain Call. These 
performances are well thought out and inter- 
esting to listen to. (H.M.V. POP155/45-7M359) 
Goodness knows what Sid Phillips is doing 
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accompanying The Deep River Boys, tryin. 
desperately hard to keep up to date in Bi!! 
Haley’s Rock-a-beatin’ Boogie. They tame it a 
bit, but it is not really their cup of tea (POP15°; 
45-7M361). 

Joe Reissman’s record of Robin Hood and 
His name was Judas is remarkable for brilliant 
diction, but the latter is again spoilt by repetition 
to fill out the side. This always means an 
anticlimax in a narrative song (POP160/4)- 
7M364). Percy Faith’s Tropical Meringue is 
bright, and it is backed by The Rose Tattoo, 
a lugubrious song, of which there are several 
records this month. (Philips PB535). 

Instead of the sermon I had intended writing 
this month, let us remember together for a 
moment a great artist of the halls, even if they 
were the French halls—Mistinguett, whose 
death is announced as I write this, // m’a vue nue 
—plusque nue—tellement nue—super nue! (Parlo. 
R3451—long since withdrawn presumably, but 
always to be treasured). You couldn’t rock 
that one, or is it just that history sweetens 
everything ? No matter, here at least was a 
personality, who like our own Robey, had 
become a legend before she was to become 
history. 





At the time of going to press we 
have been advised by ‘‘ H.M.V.”’ 
that the record advertised on page 
tv of the supplement of this issue, 
**The Benny Goolman Story’? on 
LP, will not be available. 














CONTINENTAL RECORDS 


By LILIAN DUFF 


How pleasant at this time of year to think of 
Italy, its sunshine, its cities and its songs. Rome 
can be cold, of course, and it is not, like Naples, 
Milan and Venice, associated by most people 
with song. Yet the capital, as a new LP, 
*“Canzoni Romane” (Durium DLUo96009), 
reminds us, has a balladry all its own, much of 
it in an idiom as rich and peculiar as London’s 
Cockney. The singer is Sergio Centi. 


The first title, Come set bella, Roma, speaks 
for itself. The singer expresses the pride, as old 
as the boast “‘ Civis Romanus sum’’, that every 
Roman feels in the beauty, the splendour and 
the glories of the Eternal City. Come é bello 
far Vamore quando é sera. (How beautiful it is 
to make love in the evening) says what is felt 
by every young man lucky enough to have a 
sweetheart who returns his love. (Incidentally, 
he calls the girl his “ pupa’’, meaning doll ; 
but not with the somewhat patronising American 
significance.) 

Other songs are inspired by the poor house 
where the singer grew up, the Seven Hills of 
Rome, the fountains that are among the city’s 
loveliest features, and, in Stornellata Romana and 
Arrivederci, Roma, the magic that calls her sons 
and daughters back. 

There is another version of the last-named hit, 
sung by Giorgio Consolini (Parlo. DPQ8r), 
backed by the love song, Come le Rose. You may 
have already heard Luciano Virgili’s version 
of Come le Rose, but Consolini’s is equally 
warm and attractive. 

Before leaving Italy I should also mention a 
song in Neapolitan dialect, "Na Voce, ’Na 
Chitarra e ’o Poco ’Eluna (Parlo. DPQ82), sung 
by Nunzio Gallo. It is typically and delight- 
fully lush, mellow and sentimental. 


There is nothing either lush or sentimental 
about “A Night in Paris”? (Philips LP BBR 
8069). Cynicism, bitterness, vitality—yes ; but 
even the sentimental-sounding Je Vous Aime, 
sung by Henri Salvador, turns out to be a 
joke at the expense of the stuttering lover. 
Juliette Greco gives us Ca Va le Diable, 
recording a visit from Satan, and his return, 
well content, when he sees how things are 
going on this earth. My special favourite, 
Le Piano du Pauvre, turns up again, sung by 
Patachou ; Catherine Sauvage makes the 
most of the strident rhythm of Mets Deux 
Thunes dans l’Bastringue; and the difference 
between French and English or American lyric 
writers is strikingly exemplified by the subject 
of Les Six Bourgeotse de Calais, sung by Armand 
Mestral. Others include Mea Culpa, sung by 
Mouloudji, well known here for his films, and 
the curious mouth-organ piece, Le Grisbi, from 
the film, “‘ Touchez pas au Grisbi”’. Altogether 
a fascinating lot if you don’t insist on soft 
lights and sweet music. 

Another LP collection, ‘‘ Péle-Méle Musette ”’ 
(Parlo. CPMD3), may be recommended, if 
only for variety. Its 28 pieces, played by 
Emile Prud’homme and (this Orchestra, 
include waltzes, marches, polkas, tangos, 
rumbas and foxtrots. Practically an evening’s 
dance music, if you’re versatile. 

Another team of Paraguayans, the Guaranis, 
are having a big success in France. A delightful 
selection is offered on Felsted LP SDL86036. 
Like the Paraguayos, they exploit the Indian 
harp and guitar: the songs and dances all 
come from Paraguay and the Argentine. I 
particularly liked the two guarania pieces— 
ballads in a lovely slow waltz-time—inspired 
by the leader of the group. 








